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ABSTRACT 
 
TRADITION AND POETRY: A COMPARATIVE STUDY OF T.S. ELIOT AND SEZAİ 
KARAKOÇ  
 
Erboğa, Fatıma Nur. 
MA in Cultural Studies 
Thesis Advisor: Assist. Prof. Fatih Altuğ 
September 2018, 125 pages 
 
This thesis examines the relationship between modernist poetry and tradition in the 
works of T.S. Eliot and Sezai Karakoç. Both poets are significant figures of modernist 
poetry and they make constant emphasis on the concept of tradition, which seems 
paradoxical with modernity. My question is how these two poets from different 
cultures compose modernist poems which have similarities with the framework of 
tradition.  I focus on traditionalism of these two modernist poets within the context 
of their literary views and selected poems. In my thesis, firstly, I look at the context 
of modernist poetry and what makes Eliot and Karakoç modernist. Secondly, I 
examine Eliot’s and Karakoç’s literary views which are about tradition. The poems 
that I select for my thesis reflect the poets’ views on tradition. Thirdly, while 
comparing their poems thematically, I focus on the relationship between modernity 
and religion with concepts of knowledge, wisdom, modern idols, exile, redemption 
and beseeching. Lastly, a structural analysis of the poems is included for a holistic 
study. My aim is to show how much in what topics these two poets approach and 
diverge from each other considering tradition. Through close reading, I use poets’ 
essays and poems as my primary source and enrich my thesis with secondary sources.  
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ÖZ 
 
GELENEK VE ŞİİR: T.S. ELIOT VE SEZAİ KARAKOÇ ÜZERİNE KARŞILAŞTIRMALI BİR 
ÇALIŞMA 
 
Erboğa, Fatıma Nur. 
Kültürel Çalışmalar Yüksek Lisans Programı 
Tez Danışmanı: Dr. Öğr. Üyesi Fatih Altuğ 
Eylül 2018, 125 Sayfa 
 
Bu tez, iki modernist şair T.S. Eliot ve Sezai Karakoç’un gelenekle kurduğu ilişkiyi 
tartışmaktadır. Her iki şair de modernite ile paradoksal görünen gelenek kavramını 
sürekli vurgulayan modernist şiirin önemli figürleridir. Farklı kültürlerden gelen bu iki 
şair, gelenek çerçevesinde benzerlikler taşıyan modernist şiirleri nasıl oluşturmuştur? 
Bu iki modernist şairin gelenekselliğine, edebi görüşleri ve seçilmiş şiirleri bağlamında 
odaklandım. İlk olarak, tezimde modernist şiirin bağlamına baktım ve Eliot ile 
Karakoç'u modernist yapan unsurlara odaklandım. İkinci olarak, Eliot ve Karakoç'un 
gelenekle ilgili edebi görüşlerini tartıştım ve şiirlerinden örnekler vererek bu ilişkiyi 
göstermeye çalıştım. Üçüncü olarak, seçilen şiirlerini tematik olarak karşılaştırırken, 
modernlik ve din arasındaki ilişkiyi, bilgi, bilgelik, modern putlar, sürgün, kurtuluş ve 
yakarış kavramlarıyla ele almaya çalıştım. Son olarak, bütünsel bir çalışma için şiirlerin 
yapısal analizine yer verdim. Amacım, bu iki şairin hangi başlıklarda ne kadar 
benzeştiğini ve birbirlerinden hangi konularda ne kadar uzaklaştığını göstermektir. 
Şairlerin yazılarını ve şiirlerini birincil kaynağım olarak kullandım ve tezimi ikincil 
kaynaklarla zenginleştirerek yakın okumayla şiirleri tartışmaya çalıştım. 
 
Anahtar Kelimeler: gelenek, modernite, din, modernist şiir, T.S. Eliot, Sezai Karakoç 
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CHAPTER 1 
INTRODUCTION 
 
This thesis examines the relation between tradition and poetry in the poems of T.S 
Eliot and Sezai Karakoç comparatively. Modernist poetry is a literary movement of 
the 20th century and T.S. Eliot and Sezai Karakoç are significant figures of modernist 
poetry who place constant emphasis on the concept of “tradition”.  My departure 
point is to focus on the traditionalism of these two modernist poets within the 
context of their literary views and selected poems.  
 
The reason why I choose Eliot and Karakoç as the subjects of my comparison is 
because they have a special emphasis on tradition with the techniques of modernist 
poetry and this creates unexpected similarities despite the cultural or national 
difference between the poets. Apart from their poems, both try to establish their 
own poetics and views about literature in accordance with their world views: 
Christianity and Islam.  There is a time difference between them, but the 
modernization processes can only make it possible to arising of modernist poetry in 
Turkey in 1950s with İkinci Yeni. So, it is meaningful to read them comparatively 
because Eliot is seen as one of the founders of modernist poetry and looking at his 
essays he emphasizes “tradition” more than anyone else. Likewise, in the 1950s and 
1960s, with the first modernist, civil poetry in Turkish literature, Karakoç gives 
importance to “tradition” and invites readers to turn to tradition and religion.  
 
Karakoç’s reference to Eliot about tradition is also very important for my choosing of 
these two poets.  I compare and contrast these two poets around the subjects of their 
critique of modernity, tradition and the place of religion and spiritualism in the 
modern world. For this, I compare their poetics and views about literature and their 
poems. In my study, I use the poets’ primary sources about their literary views and 
poems. Then I look at the secondary sources and for the poems I make close reading 
of the poems. I limit my study to Eliot’s and Karakoç’s literary views and poems in the 
framework of their reactions against modernity and try to understand how close or 
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far away they are from each other on certain subjects. For my introduction chapter, 
first I will give a summary of modernist poetry, its themes, and its techniques so that 
it can be easier to clarify the framework according to which Eliot and Karakoç 
composed their works. Then there will be a discussion about what makes T.S. Eliot 
and Karakoç “modernist poets”. In my second chapter, I will explore the literary views 
of Eliot and Karakoç; mainly in the context of tradition. In the following chapters, I 
will offer a thematic and structural reading of selected poems in relation with 
tradition/modernism, which will constitute my main study.   
 
1.1. Modernist Poetry 
1.1.1. Historical Background 
In order to understand modernist poetry, the circumstances that brought forth this 
new current are important.  To begin with historical context, the 19th and 20th 
centuries witnessed drastic changes and, as a consequence, new philosophical ideas, 
movements and events became effective in human life. The common point of all 
these different and new scientific and philosophic ideas are they dramatically 
changed the perception of humans and about humans (Leist, 2008), which caused a 
transformation of the apprehension  of  human nature, time, mechanization, and 
total world view. Some of the results and features of modernity were that the noble 
and rational human of previous ages turned into a sensual, brutish creature. The 
absoluteness of time was found to be relative, and scientific revolutions, together 
with new forms of transportation and mechanization, changed the perception of 
time/space.  All these were huge changes in modern people’s conception of the 
world. Their worldview, which was absolute and unified, was now shattered. In 
addition,  religion became a subject of questioning due to questioning of “the 
absolute”, and grand  narratives split like other heroic narratives through “breaking 
down small things into ever-smaller particles and sub particles.” (Parkes, 2006, p. 
228).  One of the important features of modernism is the feeling of disjointedness, 
fastness, fragmentation and demolishment. 
 
It can be deduced that all this “fastness”, urbanism, and chaos of life was different 
from the previous ages. Finally, World War I marks the process of all these changes. 
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After millions of deaths in Europe, in rational Europe the meaning and unity of things 
became the subject of questions. The meaning and perception of reality and the unity 
of ideas and religion were shattered. The war, its conditions and results showed how 
brutal rational human beings could become and therefore fragmented the 
unshakeable big narratives about rationality, humanism, and religion. In 1924, in her 
essay “Mr. Bennett and Mrs. Brown”, Virginia Woolf says that “On or about 
December 1910 human nature changed… All human relations shifted,” Woolf 
continued, “and when human relations change there is at the same time a change in 
religion, conduct, politics, and literature” (Woolf, 1924, pp. 2–3). Nothing can stay 
the same under such circumstances, and likewise, different realms of literature and 
poetry experienced their share of changes too.  
 
1.1.2. Features of Modernist Poetry 
Due to the previously mentioned events, such as wars, technological developments, 
rising industrialism and capitalism, and new philosophical ideas, the structure of 
society changed too. The critique of modern society and city life is one of the themes 
of modernist poetry. According to many modernist poets, there is “something badly 
unbalanced about ‘normal life’ itself… mean industrialized, Western modernity with 
its timetables, empires, machines, bureaucracies and banks.” (Howarth, 2005, p. 11).   
In contrast with this calculative, concrete state of society, modernist poetry does not 
have an obvious genre, concrete pattern or predictable features. Hence modernist 
poetry is very experimental in form, technique and content, so everything can be the 
subject of poetry. Through their irregular metrical pattern, “estranged idioms and 
vocabularies”, obscure language, “without an obvious genre, formal pattern or easily 
definable meaning”, modernist poets create an unpredictable and unexpected 
poetry.   (Green, 2015, p. 23; Howarth, 2005, p. 10).  
 
Both poem and the poet become autonomous, and one of the themes of modernist 
poetry is the isolation of the individual. The individuality of the author is emphasized 
in these different, free-verse poems to such an extent that it is hard to decide who is 
present in the poem. There can be many personas in the poem from different times, 
backgrounds or even from different layers of the author’s consciousness. Against the 
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highly rigid formalism of Victorian poetry, modernist poetry is open to changes and 
experimenting with various styles and techniques. Modernist poets use new 
techniques such as fragmentation, collage and free verse. (Chinitz & McDonald, 2014, 
p. 2). 
 
In terms of its prosody, modernist poetry is highly experimental. According to critics, 
modernist poets tried to break with the rigid iambic pentameter which had continued 
uninterrupted from Shakespeare to Wordsworth. They chose free verse and the rules 
about prosody became obscure. To break from traditional meter and forms, 
modernists questioned and experimented with syllabic verse, measures and rhythm 
(Whitworth, 2014, pp. 4-5–6).   Experimentation is a key point in modernist poetry: 
poets try to build their own standards through “making it new”. Thus, using clichés is 
condemned, and Pound warned poets to “Use no superfluous word, no adjective 
which does not reveal something” (Whitworth, 2014, p. 14).   
 
The limit that is put forward by Pound is interesting in that, in contrast with popular 
belief, modernist poetry is not something limitless or ruleless. As seen from Pound’s 
rule, using superfluous word is out of bounds, as is attempting to be new by using 
unnecessary words. Contrasting high diction with low diction and producing bathetic 
and ironic effects are characteristics of modernist poetry. According to modernist 
poets, the main point of poetry is beyond literal meaning. Instead of expressing or 
describing an emotion or a scene, generally they try to evoke a mood, which is less 
specific and less tangible. Through adapting inherited techniques to new needs and 
avoiding the systematization of any form/rule, etc., they create a constant newness 
and achieve “making it new” (Whitworth, 2014, pp. 17–18). Intertextuality is crucial 
in modernist poetry. A poem can make intensive textual references to other works, 
and this can make it difficult for reader to understand the poem at one instance. (T.S. 
Eliot makes several references in his work “Waste Land” and includes an explanatory 
part in his poem) 
 
In my thesis, I mainly focus on the concepts of tradition, metaphysics and religion in 
Eliot’s and Karakoç’s poems. That is why, I want to discuss place of “religion” in 
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modernist poetry. Lara Vetter (2014) quotes from Jones, who says the following 
about the 20th century: “Today we live in a world where the symbolic life (the life of 
the true cultures, of ‘institutional’ religion, and of all artists . . .) is progressively 
eliminated” (p. 95). The point that I want to draw attention is that Jones uses the 
adjective “institutional” to describe religion instead of referring to religion on its own. 
In the 20th century, there is a reaction against all kinds of institutions including 
religion. It can be said that religion’s main elements namely, intimate belief or faith 
lose their importance and are emptied so that only the shell of religion remains.  
Coming to modernist poetry, surely we cannot say that all modernist poets were 
religious; indeed, some of them were agnostics or atheists, but the important point 
is that, no matter what their belief, they dealt deeply with questions of religion, 
metaphysics and spirituality (Vetter, 2014, p. 99). They criticized corrupted religion, 
corrupted priests, and hypocrisy in religion. It is a trend in modernist poetry that 
writers turn to traditional religions, Eastern belief systems, and different spiritualties. 
Some use science instead of religion while some turn to poetry as if it were a religion 
and others try to reconcile science and religion (Vetter, 2014, p. 104). 
 
For most modernist poets, then, God was not dead, despite the anxious 
proclamations of his demise at the fin de siècle. But conceptions of divinity 
were in flux, and traditional religious rituals and practices were on the wane. 
Belief in another world – in the authenticity of spiritual existence – persisted 
well into the twentieth century, even if this conviction lacked the certitude 
it enjoyed in previous centuries (Vetter, 2014, p. 104) 
 
In short, religion and questions about divinity are an important theme in 
modernist poets’ life and poems.  
 
1.1.3. The Age of Eliot: Poetry and Tradition in Modernist Poetry 
“Make It New!” 
In order to better capture the literary spirit of Eliot’s period, I will briefly discuss Ezra 
Pound, who was influential on Eliot. Doing so will also make clear the relation 
between poetry and tradition and the rise of the modernist movement. “In Anglo-
American literature, ...the dichotomy between the textual and social phases of 
modernism fused at the first stage into the Imagist movement promoted by Ezra 
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Pound (1885–1974)” (Surette, 1993, p. 4). Ezra Pound is a very important figure in 
the literary modernist movement. Imagists defend gnomic poems that “an exact 
visual image made a total poetic statement.” (“Imagist | English literature,” 2016) It 
is the poetry of “small, dry things” (Parkes, 2006, p. 228). Inspired by Japanese 
tradition, the Haiku, there are some examples of Imagist poems which consist of only 
one sentence and describe an image. Modernist poetry is not made up of only one  
-sentence poems; the idea behind Imagists is seen in long poems too. Imagists are 
against the romantic movement and have a close relation with symbolism. For 
Imagists, the “thing” is very important no matter what it is. Moving from this idea 
that the “thing” is the direct subject of poetry, Eliot formulizes the concept of 
“objective correlative” (Leist, 2008). According to Eliot in his essay dated 1919: 
 
The only way of expressing emotion in the form of art is by finding an 
"objective correlative"; in other words, a set of objects, a situation, a chain 
of events which shall be the formula of that particular emotion; such that 
when the external facts, which must terminate in sensory experience, are 
given, the emotion is immediately evoked. (T. S. Eliot, 1960, p. 92)  
 
 
If the author, poet or artist wants to evoke a kind of emotion in the reader or 
audience, then he/she should use a combination of things, objects, or scenes in 
correspondence with that emotion so that the desired emotion can be evoked. 
Turning to Ezra Pound, “to Ezra Pound belongs the distinction of having coined 
modernism’s most enduring rallying cry, ‘Make it new’ ”(Bradshaw & Dettmar, 2006, 
p. 2). We can say that Pound’s statement is like the core and the essence of the age, 
describing modernity very smartly.  This motto implies a lot about modernist 
literature. First it does not say “Make the new”, which is crucial. If it said “make the 
new”, then it would mean that for modernist literature, you should create/compose 
something new that is totally different from previous writings and works, and there 
would be no link between that work and the past. However, when we look Ezra 
Pound’s famous movement and one of the initial cornerstones of modernist 
literature, Imagism, it is clear that Imagism is not a new invention either. Imagists did 
not invent the haiku form; in contrast, they took this Japanese poetic tradition and 
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adjusted it to the English language. We can generalize by saying that modernists take 
tradition and make use of it to create a new thing. 
 
In parallel with this, Eliot was at the very heart of modernism. “The perpetual task of 
poetry is to make all things new. Not necessarily to make new things”(Bradshaw & 
Dettmar, 2006, p. 2). Like Pound’s view, Eliot also supports the idea of making all 
things new in poetry. This statement says a lot about the relation between modernist 
poetry and tradition. Contrary to popular belief, the utmost aim in modernist poetry 
is not to be enemies with past but to make use of it instead.  
 
1.2. T.S. Eliot’s Life and Works  
Thomas Stearns Eliot was born in St Louis, Missouri, America in 1888.  His family was 
prominent and his ancestors were from Boston and New England and they belonged 
to the aristocracy. He began elementary school when he was seven, and after 
completing his education successfully he began Harvard University in 1906. He 
earned his masters degree and doctorate from Harvard too. He studied in various 
fields, such as literature of different countries, languages, philosophy and history 
(Cooper, 2006, p. 3).  
 
In 1910, he went to the Sorbonne to study French literature and read Baudelaire, 
Jules Laforgue and Corbiere. He attended lessons of French philosopher Henri 
Bergson (Cooper, 3). In 1911, back at Harvard, he studied Indian philosophy and 
Sanskrit. Meanwhile, he published some poems and completed “Prufrock”, "Portrait 
of a Lady," "Preludes" and "Rhapsody on a Windy Night" (Moody, xv). World War I 
broke out, and this became a significant event in Eliot’s poetry and also in the 
modernist movement. The devastating effects of war, the destructiveness of 
“rational” humans and the brutality of the war created a dark atmosphere that 
erased all optimism, salvation and hope. This depressive tone was to be a significant 
theme in Eliot’s poetry. 
 
In 1914, he met the American poet Ezra Pound in London. This meeting was 
important in Eliot’s poetic career because they became prominent figures of the 
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modernist movement and Eliot’s masterpiece “The Waste Land” was edited by 
Pound. In 1917, Eliot became a bank clerk. Meanwhile he continued his literary career 
as a reviewer, editor and essayist in different journals, publishing poems.  His 
personal life with his wife deteriorated and caused him some psychological and 
emotional problems. He took trips to France and met with important writers of his 
age, like Lewis, Joyce and Pound.  In 1919, he wrote “Gerontion” and parts of “The 
Waste Land.”  In 1922, he published “The Waste Land” and won a great reputation 
(Cooper, 2006, p. 8-9). 
 
1927 was a crucial year for Eliot because he became a British citizen and converted 
to Anglo-Catholicism. This conversion affected his life and literary works too. Eliot’s 
poems became less dramatic and gloomy, more optimistic and hopeful about 
salvation. His masterpiece “Four Quartets” was published as a whole in 1943, and 
with this work in 1948 he won Nobel Prize for literature. He died in London in 1965. 
 
Eliot’s major works are: 
After Strange Gods (1934), Collected Plays (1968), Collected Poems: 1909–1962 
(1968), The Idea of a Christian Society (1939), Notes Towards the Definition of Culture 
(1948), Old Possum’s Book of Practical Cats (1950), On Poetry and Poets (1957), The 
Sacred Wood: Essays on Poetry and Criticism (1919), Selected Essays (1932), and The 
Use of Poetry and the Use of Criticism (1933) (Cooper, 2006, p.120). 
 
1.2.1. Eliot’s Literary Importance  
Eliot was a modernist poet indeed; he was one of the pioneers of the movement. 
Cuda (2014) summarizes the modernist elements of Eliot’s poetry. Eliot has a very 
innovative and experimental style. He generally writes difficult poetry, which 
corresponds with the modernist’s elitist manner. Eliot was influenced by French 
Symbolism, especially by Jules Laforgue. For Eliot and also for other modernist 
writers, French Symbolism was influential and important. Laforgue’s and some other 
French poets’ use of language and their usage of “urban setting, ironic sophistication” 
affected modernist poetry. In accordance with the themes and subjects of the period, 
Eliot mastered the use of bitter, ironic language, “intellectual disillusionment, and 
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social derision”. In Eliot’s poems, he brings up the themes of modern man’s problems 
and his emptiness, meaninglessness and spiritual hollowness, through abrupt shifts 
in diction, allusions and ironies.1 Eliot opposed the Romantics; who felt that poetry 
should contain the poet’s feelings and emotions. In contrast, he believed that 
emotions should be turned into an artistic form and that the personality of the poet 
should not be in the poem. In his critical essays, Eliot usually mentions the topics of 
tradition and metaphysical and spiritual matters and in his poems too, he emphasizes 
the lack of these things in modern world. (Cuda, 2014, pp. 450-453). 
 
1.3. Sezai Karakoç’s Life and Works 
Sezai Karakoç was born in 1933 in Ergani, Diyarbakır. He completed schools in 
different cities. He graduated from the Finance Department of the Ankara Faculty of 
Political Sciences in 1955. Then he started to work in the finance ministry. In 1956 he 
was appointed to Istanbul and in 1973 he left his job. While in Istanbul, he traveled 
Anatolia and saw many of its cities. (Baş, 2008). 
 
In 1950, he started university and visited Necip Fazıl very frequently in Ankara. Apart 
from his lessons, he was interested in sociology and philosophy. In this period he also 
wrote many poems but he did not fully immerse himself in poetry at that time. Sezai 
Karakoç’s poems “Rüzgar”, “İşaret” and “Monna Rosa”, were published in the journal 
Hisar and “Yağmur Duası” in the journal Mülkiye. Even though the poems he wrote 
while at university were liked by his peers, he stated that he could not find a suitable 
place to publish the poems because he found the “Orhan Veliciler” far from himself 
in both spirit and art. Moreover, as Hisar had no ideological background, Karakoç was 
remote from this journal too. He saw only Büyük Doğu as the publishing apparatus of 
dava. (Baş, 2008). At that time, the French Culture Center was an important place for 
Karakoç, who followed French culture and literature through journals and reached 
                                                                                                                                                      
1 In this context, Eliot’s “The Waste Land” is a masterpiece and praised for its modernism both 
thematically and structurally. It reflects the crisis of modernity and modern man through its 
fragmented form and obscure language. The themes include the post-war crisis, collapse of modern 
cities, death, despair, emptiness and sterility of modern life. There is no hope for salvation in this 
poem. After Eliot’s conversion, the tone of poems change into more optimistic. In my thesis, I focus 
on these poems but it should be noted that Eliot is also famous for his gloomy poems.    
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many modern French authors’ books, those of such as ain-John Perse, Claudel, Max 
Jacop, Jean Cocteau, and Henri Michaux. 
 
In 1954 he visited Necip Fazıl very frequently and at the end of the year, Karakoç 
started publishing the journal Şiir Sanatı, which was his first publishing experience. 
Karakoç stated that with this journal, he was in a new search in literature. While the 
journal was not an obvious rejection of mainstream poets; its denial of the status quo 
was clear. The new journal included the poems of Cemal Süreya, Gülten Akın, Erdal 
Öz, Muzaffer Erdost and Orhan Duru. Necip Fazıl criticized the journal because of its 
new language. The life of the journal lasted only two issues. 
 
1957 was the year when İkinci Yeni was dominant, and in that year Sezai Karakoç’s 
“Balkon” poem was published in İkinci Yeni’s journal Pazar Postası. Cemal Süreya sent 
this poem without Karakoç’s knowledge. Karakoç became angry with Süreya because 
Pazar Postası was a leftist journal, and was thus against the principles of Karakoç; 
however, this manner softened, and Karakoç became one of the writers of the 
journal. That is why his name was recognized together with other İkinci Yeni poets 
but his way was different from them. Karakoç stated that at the beginning his poetic 
view was close with them, but through time his poems became different in tone, 
form, motifs and images  (Baş, 2008).  
 
Then, in different years he published his own journal, Diriliş. His essays and poems 
were published in various places. These essays became books, and he had many 
books published.  Some of his major works are Körfez (1959), Şahdamar (1962), 
Hızırla Kırk Saat (1967), Sesler (1968), Taha'nın Kitabı (1968), Kıyamet Aşısı (1968), 
Gül Muştusu (1969), Zamana Adanmış Sözler (1970), İslam’ın Dirilişi (1975), Diriliş 
Neslinin Amentüsü (1976), Edebiyat Yazıları I (1982), and Çağdaş Batı Düşüncesinden 
(1997).  
 
1.3.1. Karakoç’s Literary Importance 
Sezai Karakoç is a modernist poet in Turkish literature, but as the modernization 
processes in Turkey differed from those in Western countries, I want to briefly discuss 
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the development of modernist poetry in the context of Turkish literature and the 
importance of Sezai Karakoç in that framework together with his main concepts.  
 
According to Armağan (2007), modernist poetry in Turkish literature developed 
differently from that in Western literature because in the West, modernist literature 
was a reaction against the modern experience; however, in Turkish literature, 
modernist literature was a desired project. Before İkinci Yeni, there was the Garip 
movement, which was avant-garde in their poems but opposed to aesthetic 
authenticity, so we can accept the İkinci Yeni movement as the first modernist poetry 
for their reliance on autonomous poetic language. İkinci Yeni rejected the prevalent 
expectations of understandable language in poetry and made poetry independent 
from politics or ethics. İkinci Yeni poets did not come together and publish a 
manifesto to express their poetic style; instead, they were simply people who shared 
a similar poetic understanding (Doğan, 2011).  One of the important features of 
modernist poetry is that it sees language as a material. Poetry becomes a problem of 
language, and the result is that poets use language different from the way it is used 
in common/daily life. Thus, the poet does not explain the world with reality; instead, 
he opens the way of expressing the world according to his imagery, which enables an 
autonomous poetic language. İkinci Yeni poetry relies on individual experience rather 
than traditional expression forms.  
 
Before İkinci Yeni, the poets had feelings and thoughts and when they faced with “the 
new”, they met the feelings of temporariness and arbitrariness; however, this 
newness did not cause them to alienate from public language. There were public 
(society, religion, culture, state) codes between themselves and their experience that 
is why the meaning was explicit because the poets’ did not embrace their actions or 
behaviors as an inner and subjective experience. With İkinci Yeni, as the individual is 
separated from the whole and tries to inspect his inner self, language becomes 
blurred (Koçak, 1990). About this Armağan (2007) states that İkinci Yeni can be 
evaluated and handled as a reaction against modernism (p. 144), which is one of the 
subjects of modernist poetry.  
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The main concerns of İkinci Yeni are the loneliness of the human, the critique of 
urbanization and modernity, and individualism, and they use abstraction in their 
poems together with unaccustomed expressions and play with language. İkinci Yeni 
was not an end result of modernization process or an inevitable result of this process; 
in contrast, it emerged as a product of certain conditions in Turkey. Crisis is important 
in modern understandings of the world, and it is no coincidence that İkinci Yeni, which 
is a modernist poetry movement, did not emerge in the years when the Republic was 
believed to bring solutions to the longstanding crisis, but rather at a time when the 
social transformation of the 1950s has created crises (p. 150).  It can be said that İkinci 
Yeni was the first civil poetry in Turkish poetry (Ergülen, 2008). 
 
As I mentioned earlier in ‘the age of Eliot’ section, the debates concerning the 
relationship between tradition and modernism were also present in İkinci Yeni 
modernist poetry. Orhan Koçak (2011) argues that according to general view, 
modernity and modernist literature is a result of collapse of traditional orders and 
conventions; however, modernity is not only the result but also the source of it. 
Modernity comprehends itself in the collapse of the old and in that respect, ironically, 
there is nothing more modern than the conservatism of the modernity. İkinci Yeni is 
a self-creation and reinventing oneself process, which means a void tradition forces 
the poets to invent their difficulties on their own (pp. 24-26).  Before İkinci Yeni, some 
of the literary movements in Turkish literature defend a destructive attitude towards 
tradition while others try to defend tradition through turning back to it but the only 
thing they do is defense, they cannot be able to bring tradition together with the 
age’s spirit, form and language. Due to its abstract, hard and implicit language, and 
individual themes, İkinci Yeni revives tradition (Karaca, 2016). 
 
According to many critics, Sezai Karakoç is part of the İkinci Yeni movement. There 
are some other critics who say that he is not part of the movement.  Karakoç 
published journal together with Cemal Süreya and  Muzaffer Erdost, and Karakoç 
explains that the theory of poetry was their main concern. If we look at the style and 
language of İkinci Yeni, Sezai Karakoç is a part of the group because his poetic 
understanding and use of language resemble theirs. However, he is exceptional in 
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that he is ideologically different from other İkinci Yeni poets. Sezai Karakoç’s 
difference is that he focuses on the concept of tradition and resurrection of Islamic 
civilization in his writings and in some of his poems. The other poets are more secular, 
but the thing that causes the critics to think of these poets together as a group is that 
even if their concerns differ from each other they are able to compose modernist 
poems. Karakoç emphasizes  using tradition instead of rejecting it, and he does this 
with new poetic language. In the 1950s, another popular poet, Yahya Kemal, 
continued writing in traditional prosody and language, but Karakoç was different 
from him. It can be said that Karakoç did not position himself as a follower of Yahya 
Kemal because he did not share Yahya Kemal’s understanding of tradition. Karakoç 
opposed the Garip movement, updated tradition with modern language, and wanted 
to establish a new poetics (Doğan, 2011). 
 
1.4. Different Times, Mutual Similarities: Tradition 
After this background information and contextualization, the reason why I choose 
T.S. Eliot and Karakoç is important. Even if their active dates differ from each other, 
they are men of the same age. It is obvious that Karakoç read Eliot and thinks about 
him because Karakoç mentions Eliot in some of his essays. Now follows the 
quotations in which Karakoç writes about Eliot. In Edebiyat Yazıları I, Karakoç (2012) 
emphasizes the significance of the individuality and authenticity of the poet and 
warns him against the universe, because if he loses himself in the universe’s styles 
and forms then he will become slave of it and lose his talent to create his own styles, 
which includes imitating himself and other poets. Karakoç (2012) exemplifies Eliot in 
that context and states that: “Şair biçimci evrenin karşısına yeni biçimlerle çıkmalı, 
varolduğunu, kendi kendisi olduğunu göstermeli. Eliot, şiirin uç noktalarına uzanan 
bir şair olarak, evrenin <büyük eğri>lerine karşı, kendi öz biçimini koruyor. <Büyük 
eğri>ye karşı büyük, uzun biçimli şiir. Hiperbolik şiir” (p. 88). Karakoç praises Eliot 
because he can protect his own form, style and authenticity.  
 
Then Karakoç discusses optimism/pessimism in the modern world. According to him, 
the poet should always be optimistic because the artist struggles for goodness. For 
Karakoç, even these poets who seem really pessimistic are actually optimistic; 
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however, they just think that goodness is hard to obtain. He refers to Eliot: “Günümüz 
sanatının kötümser olduğunu söyleyecekler belki. Çağı kuranlardan Claudel, Eliot 
kötümser değillerdir. Çözümü genel olarak dinde buldular” (p. 89).  It is significant 
that Karakoç sees Eliot as the founder of the modern age. Eliot is generally seen 
pessimistic, but for Karakoç, Eliot is not a pessimist, he is optimistic. In a way, Karakoç 
establishes a relationship between the optimism of Eliot and religion, believing that 
Eliot’s optimism is the result of his finding a solution in religion to the pessimism of 
the age.  
 
Under the sub-title of “Tradition and Poem”, Karakoç (2012) refers to Eliot one more 
time in his book Edebiyat Yazıları I. While explaining his ideas about tradition and its 
relation with poetry, he states that: 
 
Bu yeni şiir, sanıldığından çok, <eski>yle ilgilidir. Eliot’ın gerisinde bütün bir 
İngiliz felsefi şiir ekolü durmaktadır. Pound ise ankiteden Çin şiir ve 
düşüncesine kadar, bütün bir geçmiş zamanı ağına takan, bir ummanı tarıyan 
bir şiirin peşinde olmuştur. Bizde de, asıl 1950’lerden sonradır ki, serbest şiir, 
şiirin tarih içindeki bütün gerçekleştirimlerine açılmaya, geçmiş sesi ve 
biçimleri serbestçe aramaya başlamıştır. Bu sürecin içindeyiz. Bu gelişme 
sürecektir elbet. (p. 107) 
 
 
Karakoç’s thoughts are crucial for establishing a relation between him and Eliot. 
Karakoç supports his idea about tradition through examples from the Western world, 
Eliot and Pound. He strengthens and justifies his position with their poetic views. The 
new modern poetry is more about the past than is assumed, he argues, and the 
greatest evidence of this is that the founders of the new poetry -Pound and Eliot- also 
depend tradition/ the past. Eliot’s poetry relies on English philosophical poetry while 
Pound is interested in antiquity and Chinese tradition. Right after this, Karakoç makes 
a comparison with Turkish literature and likens it to Western poetry, taking reference 
points with Eliot and Pound on the subject of tradition.  According to Karakoç, in 
Turkish literature, it was only after the 1950s that free verse could freely explore 
tradition and poetic styles in history (Karakoç, 2012). 
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1.5. Thesis Outline 
As an outline of my thesis, in my first chapter I ask the question of what the literary 
views of T.S. Eliot and Karakoç are, because it is important to understand their poems 
in accordance with their critical essays. Considering my thesis, I focus on the concepts 
of tradition, abstraction, and depersonalization in poetry. I explore how much or how 
little they share about the content/essence/aim of literature. I conclude that even if 
there are some differences between them, their main frameworks are very close to 
each other. This finding enables me to carry out a close reading of their poems in the 
following chapters on the same platform. 
 
In the second chapter, moving from literary views to poems, I discuss how T.S. Eliot 
and Karakoç build a relationship between modernity and religion through their 
poems “Choruses from the Rock” and “Hızırla Kırk Saat”. In my discussion, my main 
concepts are progression, reason, afterlife, city life, modern people, and 
knowledge/ignorance and their relationship with modernity. The main argument is 
how Eliot and Karakoç deal with the problem of modernity’s degenerative impact on 
religion and humanity and how they criticize it in their poems. I do this through a 
close reading in which I determine the closeness and differences between the authors 
with images and themes. 
 
After the second chapter, which deals with the place and dignity of religion in modern 
society, in the third chapter I focus more on spiritual and individual concepts such as 
beseeching, praying, begging forgiveness, hope and despair in front of God, 
condemning oneself and possible resolution in T.S Eliot’s “Ash Wednesday” and Sezai 
Karakoç’s “Sürgün Ülkeden Başkentler Başkentine”. In addition to modern society’s 
problematic position toward religion, this chapter deals with the individual, sacred 
relationship with God. It is significant that both authors use traditional and religious 
sources to compose modernist poetry. 
 
In my fourth and last chapter, I widen my discussion from a thematic study to a 
structural study through T.S Eliot’s “Four Quartets” and Sezai Karakoç’s “Ayinler”. My 
discussion includes music and movement in poetry, structural symbolism, 
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biographical elements and the reunification of opposites. I try to consider theme and 
structure together. The significance is how, apart from their common themes, the 
two authors can be thought together when it comes to the structure of their work. I 
will show that in accordance with their ideas about tradition, they compose their 
poems in effect with some traditional forms but they simultaneously update these 
forms in a modernist style. 
 
In conclusion, the pioneers of modernist poetry no matter how their 
cultural/religious backgrounds differ from each other, have many similarities in their 
way of reacting to and composing poetry. As I try to show in the chapters that follow, 
both Eliot and Karakoç react against modernity with the opportunities of modernist 
poetry, emphasizing that tradition is itself a modernist approach. 
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CHAPTER 2 
COMPARING LITERARY VIEWS OF T.S. ELIOT AND SEZAİ KARAKOÇ 
 
In this chapter I will give a general frame of the literary views of T.S. Eliot and Sezai 
Karakoç who are also significant literary critics of their age. Their literary views 
concerning especially tradition will serve for the purpose of the relation between 
their views and poems. This chapter will be preparatory for the analysis of poems in 
following chapters. To begin with their literary career, T.S. Eliot produces his works 
between 1915 and 1965 while Sezai Karakoç is active in literary life between 1951 
and 1989. We see that there is a 10 year overlap and as stated in previous chapter it 
is clear that Karakoç has read and written about Eliot. 
 
In order to compare the literary views, there are some basic head titles that I will try 
to make comparison through following questions and concepts: 
-What is the relation among literature, religion, modernity and tradition? 
-What is a poem, who is a poet? How should be a poem? (form/content) 
-What are their views about literary criticism, how should it be?  
Both poets have several essays on literary criticism and then these essays are 
gathered on different books. Karakoç gathers his essays on literature in three books, 
which are Edebiyat Yazıları I, II, III. Eliot’s basic critical books are “Selected Essays, On 
Poetry and Poets, Sacred Wood.” Apart from these, there are other various non-
fictional works of Karakoç and Eliot.  
 
One of the crucial concept about Karakoç and Eliot is their constant emphasis on 
tradition, which is also my departure point in this thesis that is why I will try to 
conceptualize my study through “tradition”, consisting the idea of how a poet should 
be. Tradition is inclusionary in their literary understanding and also it is the dyke 
where Eliot and Karakoç approach each other that much. To understand this, we have 
to focus on the questions such as what is tradition and how to become a traditional 
poet. 
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2.1. Creating Tradition 
We can say that their overall critical views can be gathered under the umbrella of 
tradition and when tradition is on target it certainly brings the concept of modernity 
and religion into question. Tradition is such an important topic for Eliot that he 
allocates one of his essays only for this subject, namely “Tradition and Individual 
Talent” (1920). In “Tradition and Individual Talent”, Eliot (1999) states the concept of 
tradition and its relation with literature. It is important to notice that how Eliot 
describes tradition or how he does not describe tradition because for daily use 
tradition can mean to follow the past however he emphasizes that he does not use 
the word “tradition” in that meaning. According to Eliot, tradition does not mean to 
repeat what previous authors or poets have done. On the contrary, he prefers novelty 
over repetition.  “Yet if the only form of tradition, of handing down, consisted in 
following the ways of the immediate generation before us in a blind or timid 
adherence to its successes, “tradition” should positively be discouraged.”(T. S. Eliot, 
1999, p. 14) It is obvious that Eliot is critical about the usage of tradition in wrong 
sense because considering the modernity movement and his time, tradition is 
something despised in fact modernity is built upon destroying which is past and old, 
namely tradition. So, it is crucial to understand Eliot’s point, for him tradition is a 
living thing. It does not just stand on one side passively. His relation with tradition 
determines what makes a poet “poet”. Tradition means: 
 
It cannot be inherited, and if you want it you must obtain it by great labour… 
The historical sense compels a man to write not merely with his own 
generation in his bones, but with a feeling that the whole of the literature of 
Europe from Homer and within it the whole of the literature of his own 
country has a simultaneous existence and composes a simultaneous order. 
This historical sense, which is a sense of the timeless as well as of the 
temporal and of the timeless and of the temporal together, is what makes a 
writer traditional. And it is at the same time what makes a writer most 
acutely conscious of his place in time, of his contemporaneity. (p. 14).  
   
 
We see that Eliot is modern also in the definition of tradition and the very point what 
makes him modern is his use and process of “past” in such new ways that the result 
does not resemble “past” but at the same you can put him together with “past”.  His 
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emphasis on “historical sense” is worth to take attention. Historical sense is not only 
something that is the understanding of the past, rather it is both understanding of 
“pastness of past” and “its presence”. So, past is not past, past is also present too. 
Eliot highlights this point by giving example from Homer not Shakespeare, that is to 
say his concept of tradition covers the whole literary tradition back to Homer. “Eliot 
looked to Homer for the origin of a tradition that has marked Western literature and 
history even to the present day.” (Bagchee, 1990, p. 28) Each poet or man of 
literature has and has to have his uniqueness at one hand, on the other hand he has 
to fit into this ~3000 years tradition so that when one looks from far the picture 
should be completed with that new poet/author. Imitating the predecessors only 
ends in being faded away from the literature and has nothing to do with being 
traditional. Eliot further asserts that “No poet, no artist of any art, has his complete 
meaning alone. His significance, his appreciation is the appreciation of his relation to 
the dead poets and artists. You cannot value him alone; you must set him, for contrast 
and comparison, among the dead.” (p. 15) For Eliot this is the essence of literary 
criticism and a literary period cannot be evaluated on itself. It becomes again 
important for the poet to be aware of his time and past.  
 
The example of Eliot is significant and we can say the past works until now form a 
unified piece of wall. When a new work of art is created by the artist, it should fit to 
this wall at one hand, and also as it is and should be different from the previous bricks, 
it should alter the overall wall a bit, a readjustment should occur. It is obvious that 
feeling and using the presentness of tradition and pastness of present is not an easy 
job, it requires for artist to have this concept of time, tradition and present. It is not 
as easy as only imitating the past. Eliot who positions tradition at the center of poetry 
and determines the value of poet according to his relation with tradition in modernist 
poetry. Now moving from Eliot, the views of Karakoç about tradition will be given so 
that we can see them side by side and then make a comparison between them. 
 
Karakoç deals a lot with tradition in his essays. For Karakoç (2012), tradition is the 
main principle that has continuous deep effect on art and which has provision over 
time. With tradition, each new artist should come to terms with past which means 
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tradition is like a test for new artists to gain freedom. Considering the new artists, 
there should be a manner in which they deal with previous masters of art, and 
tradition consists not only this but also the way that new artists call freedom in this 
dealing. New artists must follow tradition and find their own, unique way by following 
the tradition. They must be aware of it. The artist candidate cannot deny tradition 
and he doesn’t have such a chance if he wants to be an artist. To be a free and unique 
poet one must face with tradition and find his new way. (p. 21).   
 
Then Karakoç (2012) continues with the relation between the poet and tradition. He 
tells step by step how a poet should build a relation with tradition. He explains in his 
book that tradition brings the poet first to the poem.  Then the poet loves those 
poems of past and an attachment occurs between them. Tradition is the first world 
of a poet. As he becomes busy with poems, the poems penetrate into himself and if 
it meets with talent then the poet can become a poet. It is significant that the very 
first movement that wakes up, raises awareness, arouses talent is the historical and 
sociological accumulation which is tradition. Through tradition the poet can live in 
another time and become the person of that time. Thus, he can become 
contemporary with poets of that time and a dialogue becomes established. After this 
first step, the poet should compete with poets of classical age. Coming to terms with 
tradition is very important in this process. Some denies tradition in that step because 
what happens to those is they become overwhelmed by tradition and they cannot 
compete with it, that they do not have enough ability to do it.  The only thing that a 
poet can do against tradition is to compose new works of art. If that new work of art 
achieves to be “new” then it can wear off tradition.  
 
Even if the poet seems desperate and helpless while facing with tradition, throughout 
time he becomes softer because he himself will become a part of tradition. Karakoç 
(2012) says that being new is finding the secret of past. Then he continues with giving 
example from past and states that in old literature the poets respect their 
predecessors however Karakoç emphasizes the fact that showing respect to tradition 
does not mean it is uncriticizable or benefiting from traditions does not mean to 
imitate them. Tradition can be loved but can be questioned too. Then the poet can 
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be answered or cannot be answered by tradition and it is better not to be answered 
because it means this new poet should search answer for the questions. Karakoç sees 
tradition as a teacher who holds a light through which the new poets can see their 
way but at the same time it is important for the poet to find his own way. Karakoç 
warns new poets about the possible enervation that they can experience when they 
face with tradition but they should not give up. So that it means the new works have 
encountered with old works and been approved by them.  We can say that tradition 
is the school of poets and this school can be passed with love and hard work. In short 
being original does not mean being without roots or tradition, it means to be new on 
a tradition.  
 
Eliot and Karakoç place tradition and historical sense at the center of their literary 
views and they do not value tradition as an imitation of past.  Their difference  is while 
referring to tradition no matter what the country is, Eliot’s tradition means European 
literature beginning with Homer. He does not differentiate literature according to 
countries. In that sense, we can say that he has a Eurocentric view. Karakoç is more 
specific, that is, when considering Turkish literature he includes the Ottoman 
literature. Indeed Karakoç does not go back to pre-Islamic Turkish history. His 
tradition covers less time period than Eliot who starts tradition with Homer.  It can 
be deduced that tradition has more religious meaning in Karakoç that he does not 
view non-Islamic poetry or literature as part of tradition. Another difference is 
Karakoç has a more exemplary manner that he gives step by step examples about the 
usage of tradition while Eliot is more technical. The main difference, which is also a 
resemblance is while talking about tradition, they include the religion. It does not 
mean that their poems are religious poems however together with tradition, using 
religious metaphors, concepts are included.  In short, Eliot and Karakoç has close 
views about the concept of tradition and their difference stems from religious 
difference. 
 
In relation to concept of tradition, when we go from general to specific there are 
some  poetic techniques that two poets use and emphasize in their essays. These are 
abstraction, impersonality and depersonalization in poetry, which are significant 
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techniques because through them the poets can move away from their subjective 
ideas and personalities so that they can hold on to tradition which is more objective 
while writing poems. 
  
2.2. The Relation between Abstraction and Tradition 
In Eliot's artistic understanding, personal experiences must evolve into universal 
reality. He should approach his work enthusiastically and present it with a new 
manner. The poet's feelings, thoughts, excitements, memories are very tangible for 
the poet because he himself lives these personally. In order for his work to be a great 
poem, he must transform these concrete and personal experiences in the depths of 
his own soul and reveal his work of art which can find the secrets of humanity and 
appeal to all mankind. As the main core of poetry is “human”, the poet should not 
tell about himself because then the poem would be an autobiographical work 
anyway. In this context, Eliot (2007) attaches importance to a technique called 
"objective correlative". The objective correlative is the usage of a word, an 
expression, an image by the poet in a way to wake up the same feelings in reader. 
The aim is to try to present the experience objectively to the reader, so poetry can 
become more objective if the personality of the poet is not present in the poem. The 
poet tries to hide himself and aims to make the reader find himself. Emotions 
emerging in poetry should be given in universal dimensions. The poet is the one who 
can turn the emotion into the thought, the thought into the emotion. It is to give 
human experience objectively with poetic images. In addition to this, Impersonal 
theory is important in Eliot’s views. He talks about the depersonalization process in 
Tradition and Individual Talent. According to Eliot (1960), "The progress of the artist 
is a continual self-sacrifice, a continual extinction of personality." (p. 17). 
 
Eliot (1960) uses an analogy to describe the process. “When a bit of finely foliated 
platinum is introduced into a chamber containing oxygen and sulphur dioxide…, they 
form sulphurous acid…The newly formed acid contains no trace of platinum.”  For 
both Karakoç and Eliot, we can say it is almost inevitable that the poem should have 
no trace of personality of the poet. Surely the personal emotions, personality of the 
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poet can turn into some other kind of emotions so that “the best poems tell us 
nothing about their author.” (Landa, 2012)  
 
To begin with abstraction, Karakoç expresses it in his book, according to Karakoç 
(2012), for the creation of an artistic work abstraction is very important. First of all, 
the artist must break off his model from nature, and the link between model and 
nature must be cut off. Then the second step is blow out of artist’s own spirit into the 
abstracted work. Through abstraction, the artist reaches the heart of the nature, 
blows from his own soul, and eventually the work of art is created. It is this great 
change that gives birth to the work. Being an artist is like being God, but the artist 
must be modest and humble in front of God, and should not challenge God so that 
the things in the nature can yield to the artist. Otherwise the model would not obey 
the artist and he cannot be successful.  
 
In order for an artist to be able to blow his / her spirit from his / her soul to the thing 
in nature, the thing must die first thus the excitement of resurrection is experienced. 
The aim of the artist is not to annihilate the truth or nature, but to revive it with a 
new life. Abstraction is a compulsory transition like a metamorphose.  Karakoç tries 
to explain his understanding of art through mystical example, Sufism. The 
resemblance should be as following: The things, the ideas, perceptions and memories 
of artist, must be like dead in front of the artist and the artist should be like dead 
washer and this is like a person’s rebirth and becoming a new person in the hands of 
sheikh. By surrendering to God, the artist can turn them into an artistic piece. (pp. 
10-11). The poet uses his feelings, impressions, memories, hopes, pains, experiences 
as a hammer to dig up and he isolates words from their bonds and liberates them 
through abstraction. The work is born in the heart and soul of the poet. All this 
experience of the poet has died, the poet has blown him from his own soul and a 
resurrection has occurred. When the poet is read, the reader should feel that as if the 
author is not present, he is hidden. This is the poem’s becoming objective. 
 
The ideas of Karakoç and Eliot about abstraction builds a relation between the poem 
and the poet, and beginning with this point I try to understand the importance of 
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abstraction according to their ideas about tradition. The main idea is in order to 
create a great poem, the poets should sacrifice from their personality and the reader 
should feel that the author is hidden. This idea has two aspects I want to draw 
attention. The first is the depersonalization of the poem serves the idea of tradition. 
Being a traditional poet is to have a place in previous poets’ heritage.  If the 
personality of the poet is not seen in the poem while being great, it is the success of 
poetry, which enable it to be universal and traditional. However, we can make a 
contrast in this similar idea which is the analogy of Karakoç and Eliot. It is significant 
that Karakoç uses a metaphysical analogy through Sufi connotation which is the 
relation between the dead and dead washer while Eliot makes a chemical analogy 
and associates the personality-poetry with the elements-chemical compounds. Eliot 
approaches poetry in a scientific way in order to be “objective” while Karakoç’s 
approach is more metaphysical.  
 
About the creation of a poetry, according to Eliot, every poem is a death and 
resurrection in time and space. Unlike Karakoç, Eliot does not accept that the poet 
has reached the divine level when poetry is created. For Eliot, in these exceptional 
moments, the poet comes to another level of consciousness, and a regeneration 
occurs. However, Eliot does not attribute such divine meaning to creation of poem 
like Karakoç. According to Karakoç (2012), artwork is not an imitation of creature but 
an imitation of creation. If the work of art becomes an imitation of creature, it loses 
its values but as the creation is a regenerative process, through understanding the 
secret of creation this creation procession can be intensified. Eliot tries to stay away 
from adding a divine meaning to the poetry writing process. Although the poems are 
open to the metaphysical meaning in the final analysis, when the process is 
concerned, Eliot approaches poetry in a more concrete and objective way. 
 
2.3. Religion and Literary Criticism  
For the poetry of Karakoç and Eliot, religion has crucial importance and we cannot 
distinguish it from their idea of tradition. While writing their poems, tradition which 
includes also Islam and Christianity has significant trace. However, the interesting 
point is this usage of religion in their poems make them modernist at one hand and 
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traditionalist poets on the other hand. Moreover, religion/belief has significant place 
in their literary criticism so we can evaluate these two aspects together. 
 
When the subject of religions comes, Eliot’s situation is a bit different. We can say 
that considering the topic of religion, there are two Eliots, early Eliot and later Eliot. 
Eliot has a transformative point in his life when he converts into Anglo-Catholicism 
(T. S. Eliot, 1970) because known as a modernist poet, through the process of 
conversion and after his poems turns to different angle that’s why we can divide his 
poetic career into two. Unlike Eliot, Karakoç has same kind of ideas about the relation 
between religion and poetry so apart from the artistic differences among his all 
poems, there is not a dividable period considering religion.   
 
Early Eliot separates literature from other realms however after his conversion, 
religion has important place both in his poetry and literary criticism. Apart from the 
formalism that Eliot emphasizes, he later adds that literary standards are not enough 
for criticism because there should be some definite rules in order to criticize the 
literary work.  Two quotations from his essays reveal his ideas about this issue. Eliot 
(1951) states that: “The ‘greatness’ of literature cannot be determined solely by 
literary standards; though we must remember that whether it is literature or not can 
be determined only by literary standards” (p. 388) and the other is “Literary criticism 
should be completed by criticism from a definite ethical and theological standpoint.” 
(p. 343). It should be noted that these are the later views of Eliot. It is significant that 
Eliot’s implementation of ethical and theological standpoint in literary criticism is 
somehow a deviation from his strict formalism. On the other hand, as ethics and 
theology also have its own rules and standards, it can be said that adhering to rules 
rather than subjective perceptions is still a cornerstone in Eliot’s critical views. 
 
It is significant that Eliot does not substitute religion as literature but he adds another 
dimension to criticism. As he states in one of his essay Eliot is “a classicist in literature, 
a royalist in politics and an Anglo-Catholic in religion.” (Eliot, 1970) It is interesting 
that he combines all these 3 identities in one that can be said that we cannot divide 
them. Eliot defends that literary and religious judgments should not be separated. 
26 
 
Eliot (1953) says that "For literary judgement we need to be acutely aware of two 
things at once: of 'what we like', and of 'what we ought to like'.  Few people are 
honest enough to know either." (p. 40).  Eliot separates taste and morality. The first 
is about taste and feeling of the reader while the second is about some necessities 
and “what we ought to like” is a question of morality/ethics. Again, these are the 
ideas of later Eliot because early Eliot defends that the beliefs, the personality or 
anything of the poet is unrelated to his poetry and he says that, "There is a 
difference…between philosophical belief and poetic assent…you are not called upon 
to believe what Dante believed, for your belief would not give you a groat’s worth 
more of understanding and appreciation” (Eliot, 1951, pp. 257-258). As stated in this 
sentence, early Eliot defends certain division between the belief and poetry of the 
poet. He tries to strengthen his idea by making resemblance with groat which is “an 
old British coin worth four pennies” (“Definition of GROAT,” n.d.) Eliot’s early ideas 
draws an impassable line between the poet and his beliefs. For him you do not need 
to know/share the belief of the poet because the poem is a poem on its own 
regardless of the author’s personality/belief so much that this belief does not worth 
even the value of a groat. Eliot’s very restrictive ideas change later because it is not 
that possible to separate the poem from its creator. Later he adds a note to his essay 
and in a way, he confesses that “I cannot, in practice, wholly separate my poetic 
appreciation from my personal belief.” (Eliot, 1951, p. 271). Together with this, it is 
obvious that Eliot’s later poetry deals with theological concepts and unlike a religious 
poet from Middle ages, Eliot combines modern problems, views of human with 
concepts of incarnation, repenting, mystical suffering, rebirth etc.  
 
Karakoç’s views about the relation between religion and art take part mostly in his 
books “Edebiyat Yazıları 1-2-3”. The first thing that needs attention is Karakoç does 
not try to separate his belief from his ideas on art. We see that early Eliot has this aim 
but later he changes and moderates his ideas. Karakoç states openly his views about 
art/poetry is nothing but a part of his general worldview. In that respect, we can say 
Karakoç is more flexible. Even though he supports the separation of personality of 
the poet and the poem, when it comes to world view he is not that strict. Karakoç’s 
main point is art should draw reader near to God. For Karakoç (2012), religion and 
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literature are very much related with each other because both are the facts of human 
existence. Karakoç further elaborates his idea stating that even if the poet/artist 
denies or escapes from God, he is always towards God. His denial does not exclude 
God in artist’s life and literature according to Karakoç. This is an assertive idea that 
Karakoç leaves no space or alternative to other views about this issue.  
 
Karakoç makes a contrast between Islam and Christianity. He states that Christians 
use art for religion first but then through time they turn into using religion for art. For 
him, this is transcending boundaries. However, while considering the features of 
Islamic art, as the source of art is religion, art does not corrupt religion. In that way, 
it constitutes a great literature. On the other hand, Karakoç again openly defends that 
the intermingling of religion and art is not true. Their mixture causes corruption in 
both of them so that religion should stay as religion and art should stay as art. They 
can be in relation with each other but they should be also independent from each 
other. Karakoç seems a bit paradoxical here but his main concern is religion and art 
should not be replaced with each other.  
 
Karakoç also says that the fundamental essence of true poem is Islam and with Islam 
poetry finds its real, true meaning because it is based on divine inspiration. He 
doesn’t ignore Western poetry but according to Karakoç, Western poetry is always in 
search for metaphysical meaning whether western poets, artists accept it or not. 
Without spirituality, morality, a poem is incomplete. It is seen that Karakoç puts 
religion in the center of poetry and he generalizes this idea to all artists. It is a bit 
vague that Karakoç tries to separate religion and art but at the same time makes 
religion a fundamental part of art. When we look his poems, it is obvious that there 
is a constant metaphysical concern and in that respect, they share close position with 
late Eliot.  
 
Considering late Eliot and Karakoç, both include religion in their literary criticism. 
Their views are not same however the common point is they do not restrict literary 
criticism only to literary standards. In accordance with their literary views, their 
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poems also have something to say about religion which will be detailed in following 
chapters with examples from poems. 
 
In conclusion, Eliot and Karakoç’s ideas about literature can be read side by side, and 
have common features. It is obvious that Karakoç has read Eliot because he makes 
references to him in his essays so we cannot decide how much he is influenced by 
him because Karakoç has his own views about literature also. One of the main 
difference is Eliot does not see religion as the source of art actually he emphasizes 
literary standards more than Karakoç who centralizes Islam in the midst of literary 
criticism. No matter the fact that, their views especially on tradition makes them 
modernist poems and these ideas form their own poems too. It is important to see 
their ideas about poetry on their poems.   
 
In this chapter I try to give a synopsis of some of their literary views which are related 
with my following poem-analysis chapters. Moving from their ideas about religion in 
literary criticism and its relation with modernity, in my following chapter examples 
from their selected poems will be beneficial to understand this connection. 
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CHAPTER 3 
MODERNITY AND RELIGION 
 
In previous chapter, I look at the relationship between the concept of literary 
tradition and poet according to Eliot and Karakoç. It comes out that both poets knit 
their literary views mainly around the concept of tradition and religion. In addition to 
this theoretical framework, I will look how they build the relationship between 
religion and modernity in their poems in this chapter.  
 
The aim is to show the parallelisms and differences in their focal points through some 
common concepts such as progress, reason, afterlife, city life’s modern people, 
knowledge, ignorance, self and their relation with modernity and religion in their 
selected poems: “Choruses from the Rock” by T.S. Eliot and “Hızırla Kırk Saat” by Sezai 
Karakoç. Before going into the poems, I will offer a brief synopsis of the poems and 
describe their context, their composition background, and the poet’s thoughts at that 
time. 
 
3.1. Composition Background of “Choruses from the Rock” 
T.S. Eliot wrote The Rock in 1934. In the 1930s there was the Depression in Britain. 
The effect on industrial areas were devastating. Unemployment rates increased 50 
percent. It was seen as a sign from God by some clergy who thought that men were 
alienated from the Church. But this economic turmoil did not cause people to flock 
to the Church as the clergy expected. London escaped from the Depression with its 
new industries such as electrical equipment. Organized religion declined in this 
period and British society seemed to become more secular; however, religion was 
still important in politics and in the outlook of many people (Brown, 2006). London in 
the 1930s was becoming the city of electric lighting and motor vehicles rather than 
gas lighting and horse-drawn vehicles (“1930-1939 | Explore 20th Century London,” 
n.d.). Transportation systems were developed.  
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Many men felt alienatied from the churches because they could not meet their needs 
and many gave up going to Church. Sundays British press published scandals 
concerning church clergy. In the inter-war period, the Church of England weakened 
because splits (among evangelicals, ritualists and liberals) became severe (Thorpe, 
2014).  To sum up, religion was still very important among people, but in comparison 
with the past, its place was not that firm. New ideologies and different religious 
thoughts were on the verge of becoming prevalent.  It can be said that the Church 
still had influence on society but that with economic and inter-war crisis and 
liberalization, it lost its dominance.  
 
As stated in the previous chapter, Eliot converted to Anglo-Catholicism in 1927. His 
poems’ and thoughts’ concern changed direction accordingly. Before 1927 his poems 
were generally individualistic and included a bitterly ironic critique of modern 
people’s problems. His poems from this period were hard to understand and chaotic, 
in harmony with men’s situation. There was no hope or solution for those people at 
that time. Those early poems were lacking in metaphysical framework. However, 
after his conversion he found hope in religion and in his poems, and he turned to 
more spiritual verses that at least gave some hope. Eliot believed that religion 
(Christianity) was the only solution for modern people’s spiritual crisis. For him, 
without the Church, social order would collapse. Western liberal democracy, 
together with materialism, and communism, was insufficient to bring people 
together (Cooper, 2006). This composition background of “Choruses from The Rock” 
is significant when considered together with the social conditions which lead Eliot to 
write this poem for the pageant play “The Rock”.   
 
It was intended to build new suburban churches in London where there was an 
increase in the population, but many opposed the plan because they felt there were 
enough churches already (Murphy, 2007, p. 90). E. Martin Browne commissioned 
Eliot to write some part of the play for the benefit of churches in London.  Eliot did 
not take full responsibility for the play; he only preserved the choruses as his 
composition and “Choruses from the Rock” appeared in his Collected Poems (T.S. 
Eliot, 1988). His work was praised by Church authorities, but it was neglected and 
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generally set aside by literary critics because of its propagandistic nature (Murphy, 
2007). This work is different from his other poems, which are obscure and more 
individualistic. “Choruses from the Rock” is religious and comparatively simple in its 
tone. Although written for religious aims, it is important for examining Eliot’s ideas 
on society and modernism and its effect on religion.  
 
3.1.1. Synopsis of “Choruses from the Rock”     
The “Choruses” have a dramatic structure because it is a part of a play. It consists of 
ten choruses and begins with a critique of the modern world. The speaker explains 
the necessity of the church in society and in an individual’s spiritual life. Then it 
condemns modern people and criticizes human nature for forgetting God due to 
worldly desires. It includes divine threats and warnings towards ignorant people. In 
some parts, the speaker is Christ and in some parts the speaker is Workmen in church. 
There are biblical analogues and prophetic visions in the poem. The poem is written 
for the support of building new churches, so it is a defense of church. Murphy (2007) 
says: “What may by now seem to be a clichéd reaction to the boredom and 
meaningless rote found in the modern urban experience was at the time of its 
composition a scathing indictment both of that sort of poetry and of the culture that 
could produce it” (p. 96). 
 
3.2. Composition Background of “Hızırla Kırk Saat” 
Sezai Karakoç wrote “Hızır’la Kırk Saat” in 1967 (Karakoç, 2007). Turkey was on the 
verge of a transformation and that decade witnessed many changes. The main 
determining factor was the 1960 coup d’état. After the coup d’état, a new 
constitution enlarged individual rights and freedoms. Together with efforts in 
industrialization and entrepreneurship, an industrial bourgeoisie arose. The 
mechanization, transportation and energy system developed. With the new 
constitution of 1961, the press became more liberal and it caused an increase in leftist 
publishing and socialism. In literature and art, there were arguments concerning the 
influence of the West on Turkish art and whether art should be national or universal. 
Western culture was prominent and this was criticized by some artists. Apart from 
this, social realist movements focused on pastoral life and peasants’ problems 
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(Orhan, 2010). After the 1960s, tradition became a problem in Turkish literature. 
Whether the foundation of Turkish literature would be national tradition or Western 
influence was a concern at that time.  
 
Sezai Karakoç’s emphasis was on tradition and Islamic culture. Unlike his materialistic 
contemporaries, he defended a metaphysical world and poetic view. So, he wrote 
“Hızır’la Kırk Saat” in a complex environment with many debates. Karakoç was against 
Westernization. Since the establishment of the republic in Turkey, Westernization 
efforts dominated the entire country in every aspect, from alphabet to clothes, and 
from religious institutions to secular institutions. The relation between people and 
religion was broken up. Karakoç’s age broke from the national and traditional culture 
and its metaphysics. With industrialization and modernization, the problem became 
crucial, and he called people to tradition and religion with his modern poems.  
 
3.2.1. Synopsis of “Hızırla Kırk Saat” 
Sezai Karakoç explains the composition background of his poem “Hızır’la Kırk Saat” 
as follows. He says that in 1967, he went to the seaside coffee houses of Yenikapı 
every evening and wrote the poem. As if meeting with the sea and Hızır, he continued 
this for forty days and every day he returned from Yenikapı with a new part of the 
poem, like a gift from Hızır himself (Karataş, 2013). The poem has forty parts and it 
has a dramatic narrative. Hızır, as a traditional figure from history, enters modern 
poetry, and this is an achievement of Karakoç. The long poem deals with the problem 
of modernity, past-present and stories from Islamic culture and history. There are 
transitions from past to present and vice versa. The first parts of the poem include 
Hızır’s observations about the modern age. He is surprised by the age’s bewildering 
face. He observes the negativity of the new age where he passes by. Then he criticizes 
the corruption of age in the following parts of the poem. Hızır is compared to Prophet 
Mohammed, who is seen as a perfect human being according to Islamic 
understanding. This metaphysical narration continues with anecdotes from Islamic 
saints, prophets’ birth and miracles. Karakoç presents the past vividly to the modern 
reader who is in crisis, and he shows the solutions. 
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To begin with poems, the title, “The Rock”. is important for the context of the poem. 
The Rock is generally identified with Christ: the statement “The Church’s one 
foundation is Jesus Christ our Lord” and Jesus’ statement considering St. Peter as 
“Rock of my church” enables spiritual and religious metaphors for the poem’s 
structure (Murphy, 2007, p. 92).   The poem’s central point revolves around the 
vanities of worldly pursuits in the modern world’s scientific achievements.  As the 
poem is written for the establishment of new churches, Eliot tries to show the 
importance and vitality of religion and Church in modern life.  In “Hızırla Kırk Saat”, 
Karakoç deals with the problems of modernity and its effects on religion and spiritual 
life. He presents the corruption of the modern age through a traditional character, 
Hızır, who is a spiritual figure believed by some to be a prophet. According to some 
beliefs, he lives eternally and helps the faithful when they are in difficult situations. 
He can disguise himself as anyone. It is important that Karakoç chooses the Hızır 
figure, because as he is eternal he witnesses many ages, and this gives him an 
opportunity to compare the modern age with previous ages objectively. T.S. Eliot uses 
the same kind of strategy in his poem “The Rock”. The prophetic visions about the 
modern age are said by God and sometimes Jesus.  
 
3.3. Wisdom Lost in Knowledge 
I will begin my discussion with Eliot and his concern about technological 
developments and their relation with religion. The world’s becoming more secular 
and materialistic is an issue for Eliot. He problematizes the fact that although 
modernity brings with it many technological and scientific developments, it also 
causes alienation from God and religion. As stated in first chapter, due to 
developments in science and technology, the questioning of God and His power 
becomes a problem and subject of modernism. Indeed, it is thought that through 
modernism, more information and more progress is assumed to lead better and more 
comfortable future; however, this also causes a chaotic situation in people’s lives. 
Information and knowledge destroys wisdom, and hence results in “ignorance”. 
Moving away and becoming estranging from religion is a serious problem for Eliot. 
He criticizes modernity for detaching humans from their relationship with the divine 
and the divine Word. 
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In first part of the poem, life has a cyclical loop. Through birth and dying, the world 
flows in its order2. Eliot draws a parallel between the world’s seasonal order and 
human ideas and action. As the seasons follow one another, human ideas follow 
action. This endless cycle brings about endless inventions and experiments. In one 
perspective, human history is a history of inventions and experiments. Each 
experiment gives way to another experiment and finally an invention. All these 
experiments and inventions create the body of knowledge due to which 20th century 
witnesses its many technological and scientific developments.  However, the nature 
of knowledge is that it makes humankind even more ignorant. Belief and faith lose 
place to intellectuality and knowledge. Intellectual development is praised, but 
modern people use every kind of knowledge only for their own advantage. None of 
knowledge brings humans closer to God; in contrast, this new knowledge makes 
humans more arrogant. Unlike Eliot, who describes and criticizes the condition of 
modern man, Karakoç (2007) draws attention to this problem by offering a historical 
example: “Musa’yla büyücüler karşı karşıya geldi…/İnanç yendi bilgiyi” (p. 239).  
 
He refers to Moses’ story and uses a narrative style. Eliot’s yearning for wisdom 
remains in the past. By recalling the past, Karakoç actually shows the deficiency of 
modernity in the present. Both Eliot and Karakoç criticize reason which glorifies 
empiric knowledge and disregards spiritual belief and metaphysical wisdom. Moses 
and magicians face each other and faith wins over knowledge. In this historic event, 
Moses on his own wins against many talented magicians. In appearance and 
                                                                                                                                                      
2 O world of spring and autumn, birth and dying! 
The endless cycle of idea and action, 
Endless invention, endless experiment, 
Brings knowledge of motion, but not of stillness; 
Knowledge of speech, but not of silence; 
Knowledge of words, and ignorance of the Word. 
All our knowledge brings us nearer to death, 
But nearness to death no nearer to God. 
Where is the Life we have lost in living? 
Where is the wisdom we have lost in knowledge? 
Where is the knowledge we have lost in information? 
The cycles of Heaven in twenty centuries 
Brings us farther from God and nearer to the Dust. (Eliot, 1988, p. 147) 
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according to reason, the magicians should have won; however, with power of faith 
and God, Moses wins.  
 
This story is offered to say that in all ages, knowledge and faith conflict with each 
other and faith wins. Reason, as that which elevates humans above other creatures 
is not denigrated, but reason as that by which people always pursue their own 
interests and become slaves to their worldly desires is despised. According to the 
above mentioned lines from the poems, one of the main problems of modernity is 
that knowledge wins over faith and wisdom. As Eliot points out, Reason becomes a 
god that people worship. Karakoç relates the problem by giving a reference from 
history. The critique is that reason or knowledge causes people to ignore and forget 
God, thus becoming foreign to truth and reality.  
 
Furthermore, in the lines I noted above, Eliot elaborates on the duality of wisdom and 
knowledge by relating some concepts with wisdom, such as stillness, silence, and 
awareness, and by relating motion, speech and words with knowledge, which causes 
ignorance of the Word. “Word” here refers to the Bible. In the Bible, it is said that “In 
the beginning was the Word, and the Word was with God, and the Word was God” 
(John 1:1, nd).  In some interpretations, the Word also refers to Christ, because he is 
the revelation of God in human form with speech. God’s speech and words are 
revealed through Christ. With all its scientific and technological achievements, 
humankind knows more but understands less. Its knowledge brings it nearer to 
ignorance. In a way, its modern knowledge or achievements take humanity farther 
from God.  
 
In parallel with this Holy Book reference, Karakoç has similar lines too, (2007) saying: 
“Her evde kutsal kitaplar asılıydı/Okuyan kimseyi görmedim/Okusa da anlayanı 
görmedim” (p. 175). In every house there is a sacred book, but nobody reads it; 
moreover, nobody understands it. The difference between knowledge and wisdom is 
apparent here. People live religion spuriously. In appearance, having a sacred book is 
a feature of being religious; however, without reading and understanding, it is like a 
trinket which has no power over people. People, Karakoç says, use sacred book as an 
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accessory in their homes. Eliot and Karakoç use the same image, “the Word”, which 
is the Bible, and “sacred books”, which is the Quran.  
 
Eliot relates ignorance of the Bible to knowledge in other fields. Endless invention 
and experiment increases material knowledge but it does not increase spiritual 
knowledge or lead people to care about the Bible. Eliot uses the plural pronoun “we” 
and includes himself in his critique. In a way, he shows the inevitability of the 
succession of events with a desperate feeling. He is questioning how people lose their 
wisdom and spirituality. Karakoç says in his poem, “Ey yeşil sarıklı ulu hocalar bunu 
bana öğretmediniz” (p. 177).  In these lines, Hızır blames Muslim ecclesiastics for the 
change of “knowledge”. The knowledge of past times is not valid for the modern age; 
thus, Hızır is baffled with this new age and its consequences. He does not know how 
to react to these events, which he has not witnessed before. 
  
The speaker faces modernity and he criticizes its fake religious understanding. He 
calls the ecclesiastics as noble and hints at his disappointment because these noble 
ecclesiastics should have taught the speaker the new age’s knowledge. However, it is 
obvious that the new age’s knowledge is beyond the knowledge of noble 
ecclesiastics.  Eliot uses an interrogative manner, while Karakoç uses a reproachful 
and ironic tone. Eliot does not blame ecclesiastics, and in his poem, he does not refer 
to them as guilty.  
 
Eliot corroborates his idea further by adding the theme of “death” to the ignorance 
of men towards God. “The cycles of Heaven in twenty centuries/ Brings us farther 
from God and nearer to the Dust” (Eliot, 1988, p. 147). The sincerity in hearts 
disappears and there is no effort to address this.  Our becoming nearer to death does 
not bring us near to God, for all our information keeps us away from God because 
our priorities have changed. Death, which is one of the most metaphysical and 
inevitable events for humans, cannot remind us of God either. Eliot criticizes this 
desensitization towards God. The meaning of life and wisdom is lost. He is 
complaining about modernity’s consequences. Moving away from God brings people 
nearer to the Dust.  
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There is a spectrum and at in its two ends there are God and Dust. If our knowledge 
does not draw us near to God, then all life, meaning and the whole of our existence 
lose their meaning, so we become no different from Dust, the tiniest and most vain 
particle. All meaning in life is hidden in coming close to God. Likewise, in their literary 
criticism, both poets emphasize religion in their poems too.  
 
3.4. “Advancing Progressively Backwards” 
Eliot and Karakoç draw attention to newness and the  incomparability of the modern 
age with previous ages by focusing on religion and its new successors, new kinds of 
paradigm.  The corruption of the age is emphasized further in the following lines by 
Karakoç (2007): 3  
 
The speaker ironically says, “you have not taught me this dance.” Here, dance refers 
to modernity, because with modernity dance, ballet, and other Western 
entertainments enter the culture. The ruler’s begging the people for his reign is also 
another reference to modernity. The speaker mentions democracy and its problems. 
Democracy is praised as a system of modernity, and in appearance it serves humanity 
better than any other system. However even if the people choose their ruler, the 
ruler continues his cruelty. People fly through the sky but die on earth, and this is 
another thing which ecclesiastics do not teach the speaker. With modernity, many 
technological and scientific developments occur. He criticizes the point that with 
progress, people are able to fly through the sky but nevertheless continue to die on 
earth. This may be a reference to wars and conflicts or bombing from air may be the 
case. Eliot (1988) states in his poem:  
 
But it seems that something has happened that has never happened 
before… 
                                                                                                                                                      
3 Ey yeşil sarıklı ulu hocalar bunu bana öğretmediniz 
Bu kesik dansa karşı bana bir şey öğretmediniz.. 
Hükümdarın hükümdarlığı için halka yalvardığı 
Ama eşsiz zulümler işlediği vakitlere erdim 
Bunu bana söylemediniz 
İnsanlar havada uçtu ama yerde öldüler 
Bunu bana öğretmediniz (p. 177). 
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Men have left GOD not for other gods, they say, but for no god; 
and this has never happened before 
That men both deny gods and worship gods, professing first 
Reason, 
And then Money, and Power, and what they call Life, or Race, 
or Dialectic… 
In an age which advances progressively backwards?  (pp. 163-164). 
 
Eliot problematizes the effects of modernity clearly in those lines. The thing first that 
draws attention is the description of modern time. Such a period that has never 
happened before. It is the first time in history that men have witnessed such a period. 
Perhaps one of the illuminating phrase for modernism lies in those lines. Modernity 
is a unique experience for all mankind because there is nothing in history comparable 
with the modern age, which is new, uncanny and hard to understand. Even the poet 
cannot describe it and uses the vague word “something”. Something has happened, 
but nobody can say what. There is no reference point from which the meaning may 
be deduced. The speaker makes the point more concrete by giving an example. Apart 
from “something”, one thing has happened and this also has never happened before.   
 
Modernity and the fact that men have left gods for no god are juxtaposed by using 
the same sentence structure. There is a parallelism between the two and, as the two 
things have never happened before, they seem equally unprecedented. Men’s 
leaving gods for other gods is acceptable, but leaving for no god is unbelievable for 
the speaker. His surprise and disappointment turns into a bitter irony, which is a 
modern technique, and an accusing manner. For the first time in history men have 
left gods for no gods, because in the past religion controlled everyone’s lives and God 
was the supreme power over everything. However, modern times rejects any 
supreme, spiritual Being. Men no longer want any omnipotent judge above 
themselves. Instead, they want freedom and reason. These are the newly invented 
gods that have replaced God. The glorification of reason is significant because after 
denying gods, men start to worship Reason. This resembles Eliot’s phrase “Advancing 
progressively backwards”.   
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Karakoç does not deny the progression in scientific development; however, through 
the same progression, people are killed by air bombing. Developments are used for 
oppressing and killing people because cruelty takes the place of justice, while limitless 
power and grudges takes the place of compassion.  Eliot and Karakoç both criticize 
reason and technology because of their negative effect on faith and humanity. 
Karakoç gives a more specific example, air bombing, while Eliot uses more general 
concepts including Karakoç’s examples such as reason, money and power. “…the 
modernists’ continued search for answers to traditional religious questions about the 
human condition, the nature of historical experience, sexuality, death, and ultimate 
realities. The search for “substitute[s] for religion” played a crucial role in the 
development of literary modernism (Lewis, 2005, p. 20). 
 
3.5. Modern Idols: Reason and –Isms  
This search for substitutes for religion is dealt with by Eliot and Karakoç. In the 
modern era, people obtain new gods, and both poet adopt an ironic and accusatory 
tone while criticizing the situation. Divinizing Reason opens the way for other gods. 
When Reason takes the place of faith or God, it neglects what it does not see. Only 
material things that are perceived by the senses are subject to reality because 
modernity’s paradigm is taking only the concrete, the useful seriously. Reason directs 
men to Money and Power. Reason says virtue is measured by economic strength, so 
one should accumulate money and power. The progressive and developmenter 
understanding makes people forget God and find other gods. Money, power, usury 
and lust are temporary human desires. To divinize themselves and become the 
utmost authority, all men try to reach ambitious goals which are valid only in this 
world.   
 
The speaker continues expostulating ecclesiastics.4 Prophet Abraham taught Hızır 
how to topple the marble idols, but not how to erase the idols on papers or in words 
                                                                                                                                                      
4 Kardeşim İbrahim bana mermer putları 
Nasıl devireceğimi öğretmişti… 
Ama siz kağıttakileri ve kelimelerdekini ve sözlerdekini 
Nasıl sileceğimi öğretmediniz (Karakoç, 2007, p. 177). 
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and speech. In Abraham’s time, idols were made of marble and were material, so it 
was easy to topple them. However, in the modern age idols are everywhere. The 
speaker highlights the point that faithlessness spreads everywhere. It is not easy to 
struggle with widespread faithlessness. Papers and words may refer to ideologies 
because all ideologies come true by speaking and writing. Ideologies move religion 
away from life. “When the Church is no longer regarded, not even opposed, and/men 
have forgotten/ All gods except Usury, Lust and Power” (Eliot, 1988, p. 164). 
 
Modern age’s new idols are money, reason, power etc. Eliot and Karakoç resemble 
each other in this aspect. Eliot mentions this by saying worshipping new gods and 
Karakoç calls them idols.  The problem is that the hodjas have not taught the speaker 
how to erase idolatry in papers and words. Eliot highlights these concepts in his 
critique of modernity because his aim is to defend churches and call people to 
religion. These new gods prevent people from following religion, that is why society 
is criticized. Karakoç more specifically targets ecclesiastics. His problem is that 
previous knowledge/wisdom does not have a function in modernity, so he gives 
references to the past and uses prophets to emphasize the change between past and 
present. Eliot complains about men’s forgetting God, while Karakoç complains about 
not being taught.  
 
Eliot and Karakoç problematize “progression” and its tools in the modern sense. To 
go back to Eliot’s poem, “advancing progressively backwards” is a critique of 
modernity in three words. It has a deeper meaning which objects to all ideologies and 
–isms. The oxymoron between backwards and advancing progressively sharpens the 
meaning. The mentioned age is the modern age, and advancing progressively forward 
is a feature of positivism which shapes the mindset of Europe. Progressing constantly 
in science, technology, economy and wealth is valued above everything and 
superiority is measured according to these values. So people work to attain these 
goals to be more superior. The idea of men as equal vanishes. “Reason, Money, 
Power, Life, Race, Dialectic” become the devices through which people see 
themselves as superior. All these concepts are devices that modern man supposes to 
be means of progression. However, by these, the age advances progressively 
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backwards. It seems to advance, but in reality, from the aspects of religion and 
morality, it regresses.  Under Reason’s command and without any moral 
considerations, all of them cause regression. Money symbolizes the economy and 
thus, considering the 20th century, it refers to capitalism, which sees everything as 
fair for the sake of personal benefit. Life refers to humanism, which prefers critical 
thinking and human reason above faith. Race directly brings to mind racism. The 
evaluation of a human depends on a determined criterion and being a white 
European is a feature of “advancement”.  
 
A dialectic is a method of reasoned thinking with arguments. It can refer to ideologies 
that spring from modern thinking and reason such as Marxism or dialectical 
materialism. The common points of these “gods” are that they emphasize the value 
of human agency, reasoning, empiricism, and secularism over doctrinal faith, and 
thus people forget God and incline towards ideologies which aggrandize and 
empower human authority and achievement in the temporal world. Likewise, 
Karakoç criticizes this situation in his essays. He says that science and technological 
developments are not absolute truth but only part of that truth. He defends that 
through ignoring spirit and religion, reason becomes independent, and this leads to 
the repression of religion and metaphysics. Reason and science become the new gods 
of modern times, which causes a crisis in human nature. Religion loses its place to 
philosophy and knowledge takes the place of wisdom based on divine revelation. 
Karakoç says these ideologies, which arise from new godly role of reason, try to be 
seen as revelation, forgetting they are a human product.  
 
Eliot juxtaposes God’s laws and human laws. In the third part of his poem, God says 
ironically, “I have given you my Law, and you set up commissions” (Eliot, 1988, p. 
155). Men are so self-centered that they do not want to hear anything other than 
that which they create. Secular lives do not allow them to submit God and His laws. 
To avoid being waste is only possible through God. “Man, without God is a seed upon 
the wind driven this way and that” (Eliot, 1988). Life should be founded upon God 
and should be sustained according to His laws.  Besides Eliot does not say this about 
the human nature. He is very well aware of the fact that in his dark nature man can 
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do any evil thing, but his critique is about the ignorance of man. Personal pleasures 
come across with no obstacles because there is no metaphysical framework which 
governs life.  
 
As the speaker says people are like seeds that are dispersed here and there. Goals 
are short-term and designed to achieve money and power. Every kind of material 
gain, whether it is carnal or economic, is counted as profit and in a way a good deed. 
The juxtaposition of God and Reason brings the juxtaposition of concepts such as evil 
and good and what is right and wrong, namely, a whole belief system. Reason’s laws 
are in opposition with God’s laws because in religion, it is important to renounce  
yourself for the sake of other people; however this is unacceptable by reason. Reason 
puts the self above everything. Being on good terms with people or helping them are 
only reasonable when you benefit from them. This means everything should be done 
for self-interest.  As substitutes for religion, Karakoç points out new human 
ideologies. “Çağı bir ortaçağ yayı gibi geren ülkülerine/İnançsızlığın 
yıkıcılığın/Köleliğin sömürmenin” (Karakoç, 2007, p. 420).  Modern ideals are not 
unifying, but the opposite:  they encourage factions. These ideals are not mentioned 
by Karakoç, but we see them in Eliot’s poem. Karakoç expresses the consequences of 
factionalization. People become enemies with each other and the idea of 
“brotherhood” vanishes. For the sake of factioning ideals, wars and                                                                                                                                      
conflicts occur. Another aspect of these ideals is that they lead to disbelief. The 
principle of these ideals is that no matter what they are, they deemphasize religious 
ideals. God’s worth and holiness becomes the subject of derision. Ideals take the 
place of God and men forget Him, which results in a destructive faithlessness. Ideals 
seem to establish new intellectual and social solutions for society. They try to 
construct societies on their ideals and boast with their representation of truth. 
  
According to Karakoç, ideals which do not draw their power from God are subject to 
extinction. The subversion of ideals’ result (faithlessness) causes the further 
problems of slavery and colonialism. This parallels Eliot’s critique of Racism. 
Modernity is proud of serving humanity better and glorifies it; however, each 
ideology puts someone ahead. Everyone cannot be equal. Ignoring God and His laws 
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turns people into tyrants and ravenous people. They see their fellows as a source of 
benefit and raw material. The value and dignity of being human is only valid for a 
chosen group who have a chance to profit from their fellows, as if some are born to 
serve others. This destructive process is again expressed in another line of Karakoç 
(2007) which says “Devrim irinle kanla” (p. 189).  
 
Revolutions are made through pus and blood. Karakoç is against every ideology which 
is bloody and non-humane. When we look at world history, it is seen that so-called 
favorable movements for humanity are always realized through blood. Even the most 
humane movement is not excluded from this. People live and die for revolutions and 
ideals. Their only aim in life becomes these material ideals. Men actually sacrifice 
themselves for blood and pus, for this nastiness. However, Karakoç’s ideals focus on 
the resurrection and life, not death.   
 
3.6. Godless People of Modernity 
Karakoç and Eliot explicate that modern man is alienated from God due to self- 
ignorance. In the face of God’s power, man has nothing; however, he chooses to 
disregard Him, even though God is always with man. The relationship between man 
and God deteriorates because man’s priorities change. God is not in the lives of 
people.  Karakoç (2007) says in another poem, “Tanrı onlarsız değil, onlar Tanrısız” (p. 
77). He calls attention to modern people and their ignorance towards God. God is 
always aware of His servants and watches them constantly, but His servants are so 
ignorant that they do not remember God in their life and deeds and so divinize their 
selves and what their selves command them. Ideologies are the outcome of this. They 
drive people to a godless place where their authority is what they think and write. 
The tragic thing is that erasing the non-religious intellectual mindset is not as easy as 
toppling the material marble idols.  
 
Eliot (1988) says in his poem: “Here were decent godless people:/Their only 
monument the asphalt road/And a thousand lost golf balls” (p. 156). Both Eliot and 
Karakoç use the phrase “godless people” in their poems. Karakoç stresses the men’s 
being without God. It is implied that indeed God does not need man, that man’s 
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forgetfulness cannot give any harm to God’s supremacy, and that in the end the 
losing part would be man not God. Unwary man betrays God and breaks his faith. 
Unlike Karakoç’s patronizing manner, Eliot uses godless people with a complimentary 
adjective which is “decent” and ironizes modern man. Even if modern man seems 
good, honest and polite, he is godless, and the speaker continues his irony with the 
modern age’s triumphs, which are materialistic. People are concerned with the 
extent of comfortableness in their lives. Their only monument is the asphalt road.  
 
This is a worldly monument which does not have any relation with spirituality. It does 
not remind God, death, divinity or any spiritual concept. It breaks the relationship 
between humans and nature.  “Asfalt bir eşeğin tırnağında eridi” (Karakoç, 2007, pp. 
288-289).  Asphalt melts on a donkey’s nail. Like Eliot, Karakoç uses asphalt as a 
symbol for the scientific development of modernity. Modern man is proud of his 
inventions, but they harm both man’s spirituality and nature. Man is alienated from 
both his own nature and the nature around him. Ignoring nature, God and religion is 
concern of these poets. As modern people are godless, they do not have any intention 
about God. These people are described as by Eliot (1988) as those “who turn from 
GOD/ To the grandeur of your mind and the glory of your action” (p. 157).  
 
The problem is that modernity glorifies human actions, reason, individualism and 
freedom above everything. God is substituted with mind and human actions. Karakoç 
criticizes this situation in his essays and says that rationalism is substituted with 
eternity, causing a metaphysical chaos through which man, who is disassociated from 
God, attaches to things, powerful men and ideologies. The common understanding 
becomes that there is no authority other than the human. The speaker tries to 
underline the point that all these inventions and human glory are actually from God. 
If God did not give reason, ability, speech and other talents to humans, it would be 
impossible for them to create developments. However, people become ungrateful 
and they use their talents for their own selves but not for God. They can build 
churches or read the Bible, but they ignore them. The only monument is asphalt 
roads. Modern men return from God and sink into themselves. The poem blames 
humankind for its forgetfulness. In life, man does everything according to his wishes. 
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Apart from Karakoç, Eliot has another concern regarding modernity and the 
individual. He calls attention to the point that modern man’s self-seeking nature 
alienates him from his fellows too. In addition to previous discussions, Eliot 
elaborates his criticism further on the subject of this corrupted fellowship and its 
relation with technology. In his poem, the speaker says: “The desert is squeezed in 
the tube-train next to you/ The desert is in the heart of your brother” (Eliot, 1988, p. 
149). Eliot uses the desert metaphor for the big, vast vacuity of modern souls. 
Emptiness and barrenness of thought and feelings are very close to us.  Eliot uses a 
praised human-made achievement, the rapid transit system, to refer to the modern 
city and its modern dwellers. Every day they use the train, which is a symbol of 
reason’s and science’s success. Every day many workers, clerks, and officers go to 
work by train and every day they sit next to their compatriots who share the same 
fate as they do. If the serving is for only a passing moment, for the body’s desires and 
comforts, what will happen to the soul’s needs?  
 
Eliot implies that there is an inverse relationship between spirituality and 
achievements.  Though the modern achievement contracts distances physically, it 
creates a huge gap between people’s hearts. The desert metaphor has two sides. 
Humans have this desert in their inner selves and also the desert is between then and 
their fellows. So it is important that the religious understanding of Eliot is not only 
limited to the individual relationship between God and humans. Religion also 
arranges relations among people and one’s relation with one’s own self. Alienation 
from one’s own self and one’s fellows creates a desert. The solution is the overall 
theme in the poem: that both the individual and the community need the services of 
the church. Only through feeding the soul can the estrangement experienced both 
inside and outside oneself be overcome.  
 
Both Eliot and Karakoç problematize the relationship between morality and 
modernity through the image of money. Their emphasis is on a critique of human 
behavior which changes with and for money. Eliot complains about social disorder 
and selfish people. Karakoç’s attention is on religion’s becoming a device for material 
profit.  In appearance, all these inventions or devices seem to serve humankind. “For 
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nation or race or what you call humanity” (Eliot, 1988, p. 157). In this line, there is an 
ironic tone. People actually hide behind this palaver. People say they are working for 
“nation or race or humanity.”   Being useful to one’s fellows is a virtue in religion too; 
however, modernity dictates that people serve only themselves. The ironic tone in 
“what you call humanity” is putting forward this disbelief in “humanity” or doing 
things for humanity. This disbelief also is stated in the line “We all dwell together/To 
make money from each other” (p. 156). Money becomes the utmost purpose. The 
people in society do not support each other or help each other. Key word is “profit”, 
and if there were no profit in work or a job or in a human, it would be better to leave 
them. Karakoç (2007) draws attention to this extreme materialization of religion and 
spirit with the following line: “ilâhilerin paraya çevrildiği…” (p. 132).  Divine chants 
are used for earning money. Divine chants are spiritual songs which supposedly 
remind God to people. Sometimes they make one sorry of his guilt or hopeful due to 
God’s mercy; however, modernity makes them a device to gain money. There is no 
expectation of spiritual improvement when everything is measured with material and 
concrete conclusions.  
 
3.7. Hollow Belief 
Karakoç continues his critique of modernity by pointing out the tense relationship 
modern people, and specifically modern believers have with religion and their 
ignorance. Karakoç (2007) says:  
 
Camide namaz kılan 
Omuzları birbirine dayalı 
İki müslümanın arasından geçtim fark etmediler 
Hutbede imamın sözlerinin arasına tek bir kelime 
Karıştırdım tek bir kelime 
Birkaç kişi irkildi (p. 180). 
 
 
The speaker passes between two men in a mosque while they are praying shoulder 
to shoulder, but they do not notice Hızır. He adds one word to the sermon but nobody 
notices except a few people who are startled. It is seen that the act of worshipping is 
only in appearance. When you look at these people, they pray to God but they do not 
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even notice the speaker who passes because they are so busy in their minds that they 
do not worship full heartedly and sincerely. They are not aware of what they do 
because they worship just to seem like they worship. Spirituality does not govern 
their life. Even though they are shoulder to shoulder physically, their hearts are far 
away from the mosque and sermon. Nobody listens the sermon carefully, as in the 
modern age what the sermon says is not useful in this world because it does not tell 
how to make more money or be more powerful. The sermon’s contents are about 
the afterlife but nobody is interested because they live this temporal life as if it will 
never end. People can be or seem to be religious or engaged in religious activities 
only when they benefit from it. Their body is in the mosque but modern man’s soul 
is wandering around.  
 
As stated in the previous chapter, modernity empties the meaning of religion and 
spirituality. In accordance with this, we see in the mentioned lines that modern men 
are concerned with their bodies and they use knowledge or intellectuality to obtain 
material and concrete benefits which are more attractive than reaching spiritual 
maturity. God and religion lose their sacred context and men search for new gods or 
idols. The submission of the self to God is central to religious life, but modernity 
constantly emphasizes the supremacy of self. People make their selves idols and thus 
worship themselves. Through the Rock’s words, Eliot (1988) criticizes humankind for 
its indifference to religion: “Forgetful, you neglect your shrines and churches/…To 
satisfy the rational and enlightened mind” (p. 149).  Karakoç shows the ignorance of 
man by giving an example from a religious ritual during which man is oblivious to the 
meaning of ritual in the mosque. Eliot reprimands people who not only do not 
worship but also do not have any relationship with house of worship. The reason 
behind men’s ignorance is their rational and enlightened mind.  
 
Eliot problematizes reason’s substitution for faith or religion. In the center of the 
rational and enlightened mind lies the individual and the individual’s will. Rather than 
the submission to God’s will, rationality commands the individual to give priority to 
his own self. Mind and reason cannot be sufficient in filling spiritual vacancy. In 
London, the speaker is told that there are too many churches and too few chop-
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houses. Men do not need the church. The comparison between the number of church 
and chop-houses is dramatic. The Church, which is seen as the house of God, is 
compared with chop-houses. The former feeds human’s spiritual needs and the other 
his material appetite. Devotion to religion changes to devotion to fleshly desires. 
God’s laws, once seen as sacred and prominent, give way to economic laws. The 
needs of the body and the flesh surpass the needs of the spirit as the community 
becomes more prosperous. For the problem of modernity and its relation with 
religion, the speaker uses “space”, the religious place, for further example. Eliot 
(1988) says: “And the Church does not seem to be wanted/ In country or in suburb, 
and in the town/ Only for important weddings” (p. 148).  
 
Karakoç and Eliot question the place of sanctuary in modern people’s lives. It seems 
that both mosques and churches serve ritualistic purposes. No believer goes there  
wholeheartedly.  As everything loses its essence and becomes a corruption, 
sanctuaries are not excluded from this. The Church seems fit only for important 
weddings. This means that the community does not neglect the Church entirely, but 
now it has only social purposes, not spiritual ones. The reality is different from the 
appearance. Going to the Church only for weddings does not mean living religiously.   
In the previous section, I discussed men’s ignorance towards religion and sanctuaries. 
In this section, apart from Karakoç, Eliot explains why men should love the Church 
and why it is important. Karakoç does not include in his poem such a part about why 
people should love the mosque. However, Eliot (1988) grounds his views about the 
necessity of the Church and in a way, he tries to persuade his readers.5  
 
Eliot uses very simple statements and a didactic manner in answering the question. 
It is interesting that the structure of the sentence and the tone resemble a sermon. 
Indeed, technically these lines do not resemble a modern poem; however, the 
                                                                                                                                                      
5 Why should men love the Church? Why should they love her laws? 
She tells them of Life and Death, and of all that they would forget… 
She tells them of Evil and sin, and other unpleasant facts. 
They constantly try to escape 
From the darkness outside and within 
By dreaming of systems so perfect that no one will need to be good. (p. 160). 
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content is more important for our purposes. People should love the Church because 
she tells them about life, death, good, evil, sin, punishment, the afterlife, deeds etc. 
In modern life in which religion and divine authority are set aside, self-interest is put 
above everything. In that secular and individual world, there is no authority except 
the individual himself, so he does not need to obey anyone. Choices are made 
accordingly without considering a higher authority. This is an easier way to live 
because you have no responsibility towards anyone. That is why the speaker boldly 
calls spiritual concepts as unpleasant facts. For a common reader, this is the case and 
reality. Nobody wants to listen to things about death, evil, sin, hell etc. These are 
bigger concepts than the human self and also intimately personal, which is why 
people constantly try to escape. They also forget the laws because they live a life 
which does not require them to know the laws. There is no specific sanction for 
forgetting or disobeying the laws; moreover, their dreamy system’s law does not 
command them to be good.  
 
In the mentioned lines, there is both the problem and solution.  Eliot says that this 
life is a struggle between Good and Evil and a struggle against self. The biggest 
problem is being a self-seeker. Due to this problem, people experience a darkness 
within and beyond themselves. The darkness symbol and darkness-light oxymoron is 
an ancient one but it needs detail. Eliot emphasizes that the men who reject the 
Church constantly try to escape from darkness and that they cannot even distinguish 
between darkness and light. This darkness refers both to the rejection of religion, 
which is also a rejection of the Light from God through which people can find their 
true path, and to the darkness which is caused by this rejection, an inner vacancy that 
cannot be filled with anything or that cannot be content with anything because all 
the knowledge or “perfect systems” are man-made. The knowledge of perfect 
systems is material knowledge.  
 
Luigi Giussani (1982) says, “to these people one can say, ‘Do this and that … behave 
this way and that way … be careful of these virtues,’ but the origin of their experience 
and their dignity as Christians is not taken into consideration” (p. 9). So, if the system 
says “be helpful”, it lacks the merit of being helpful as a virtue. Rather, it is a material 
50 
 
and superficial system which organizes social relations. Be helpful because you and 
your friends have something to gain from each other. Modern people are self-seekers 
that is, if you are good to your friend he will defend you, but when you do not 
correspond anymore he abandons you (p. 9).  In short, the nature and origin of virtues 
are important. They should depend on God, not society. The darkness is also secular 
ideals which are not justified by religion. The line between good and evil is blurred 
with secular ideas, and this lead to darkness and confusion. However, the people 
cannot escape from the religious reality and darkness because the poem says “they 
try”, which means it is not successfully achieved. They try to escape, but it is 
impossible for one to escape from his self, so actually everyone is somehow aware of 
his darkness but deliberately forgets and tries not to hear spiritual questions.  
 
3.8. Man’s Challenge to God  
Karakoç and Eliot continue their critique of modernity by referring to modern 
people’s changed character. As this kind of people are an outcome of modernity, they 
take their share from judgment and divine threat.  In Karakoç’s poem, it is said that: 
“Kim ki Tanrı’ya dayanmamakta ve dayanmakta kendine/Yakarız kendisini de kentini 
de” (Karakoç, 2007, p. 281). Hızır calls out to the people who rely upon themselves 
but not God.  He threatens them by saying, “we would burn him and his city.” He 
continues with arrogant people who look down on God’s subjects, and their 
punishment is that Hızır would bring trouble on them. For the man who raises his 
voice over God, Hızır would present him hell of the earth.  
 
As religion and God lose their importance and the self becomes the idol, men do not 
trust God anymore and rely solely upon themselves.   The result of forgetting God is 
Hızır burning the person and his city. “City” is important here because cities have their 
own souls and there is a relation and contagion between the city and its habitants. 
So the curse comes down on both the person and his city. Eliot (1988) also uses the 
city image to refer to its habitants: “O miserable cities of designing men” (p. 155). 
City, as a castle of modernity, is hand in hand with fraudulent deceivers. Due to men’s 
cheats and faults, the city becomes miserable.  
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Karakoç and Eliot criticize arrogance. Looking down on people is condemned and it 
has a punishment. Hızır states, “Kim ki Tanrı kullarına bakarsa yukardan/ Kartallarca 
inişimizi görür ansızın yukarlardan” (Karakoç, 2007, p. 281). If religion had an effect 
on people, they would know that all servants are equal in front of God and superiority 
is only through piety; however, having modern idols such as money, power or 
canniness paves the way for looking down on one’s fellows. Karakoç makes a parallel 
between sin and punishment. Seeing oneself above others requires punishment from 
above. This punishment is sudden and without chance of compensation. It is 
significant that both Eliot and Karakoç see religion as a part of society; that is, religion 
does not only manage the relations between God and His servant but also among 
people. Eliot (1988) calls attention to this situation as follows: “For every ill deed…we 
suffer the consequence:/…For pride…” (p. 153). In both poems, arrogance and pride 
have a punishment. Eliot does not say it concretely, but Karakoç’s voice is more 
threatening. Karakoç and Eliot becomes harsher concerning arrogance. Karakoç 
states:  
 
Kim ki sesini yükseltmek ister Tanrı sesinden 
Deriz, ey rüzgar önündeki sinek… 
Buyur yeryüzü cehennemi 
Buyur gökyüzü cehennemi (Karakoç, 2007, p. 281). 
 
The self is created for submission to God, but raising one’s voice above God means 
that man puts his self before God. In choices about life, he does not care any about 
God’s laws or warnings; he chooses instead according to his own desires and wishes. 
This makes one ignorant of anything that does not empower oneself. Now, different 
from the previous line, here the arrogance is towards God.  Repudiating Him and His 
powers brings troubles, and Hızır calls the people who do so as follows: “o! the fly in 
front of wind”. Hızır scorns arrogant people by using a simile and comparing them to 
a fly, which is traditionally seen as a powerless, weak insect. It is also easy to kill a fly 
but Hızır does not even condescend and need such an effort because the wind alone 
can kill it too. The speaker scorns arrogant people who look down on other men. The 
speaker tries to remind the human of his position beside God.  
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Furthermore, he presents hells both in earth and in the heavens. It is notable that 
ignoring God is such a big sin that the punishment is delayed only in the afterworld. 
In this world, by being in an earthly hell, man suffers the consequences. Earthly hell 
can refer to a constant feeling of uneasiness and the impossibility of finding 
tranquility of spirit in this world. Choosing the desires of self and body costs the 
peacefulness of the soul. The seriousness of the problem comes in a prophetic and 
menacing voice in  Eliot’s (1988) poem: “Life you may evade, but Death you shall not” 
(p. 157).  There is an undertone which delays everything and keeps all revenge to 
death and Judgment Day. Life is a chance given to the human. He is not eternal and 
he should not be deceived by temporal reality. The sacred books and prophets come 
to reveal this truth, and these are not hidden somewhere unknown. Modern man 
deliberately turns a deaf ear to God and religion. He progresses in sciences and 
increases his information in many subjects but he is only chasing after knowledge 
which is functional and practicable in this temporal world. It does not do any good 
for the easiness of the afterlife. 
 
There is a negative foreshadowing that Death is inevitable. The voice is threatening 
and firm. It is like the voice of God who warns His subjects before everything becomes 
too late. So nobody has right to say, “I did not know this.” There is no excuse. Even if 
modern man can evade life, he cannot evade Death. Then the poem justifies its 
threatening voice by giving reasons and causes for the necessity of a religious 
attitude. In a way, the speaker answers the questions of readers who are not 
convinced by the previous assumptions, who have not been convinced to renounce 
their desires or comfort for a more spiritual life. To answer these questions and 
persuade the readers, Eliot uses the question-answer method to be more concrete 
and goal-oriented. This is a general view about the vitality of piety. As the speaker 
wants to be understood by a majority of people, he does not use elaborate 
metaphors or allusions.  The aim is to show the necessity of religious life, Churches 
and to remind people what they have deliberately forgotten.  
 
In conclusion, it comes out that Eliot and Karakoç has close approaches towards the 
problem of modernity and its calamitous effects on religion. While saying modernity, 
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they do not take it as a whole concept but the components of it are concretized and 
criticized, which are technological developments, Reason, knowledge, money and 
arrogance. With modernity and new technological developments Reason is glorified 
over everything with empirical knowledge because this knowledge enables man to 
make more money and creates an atmosphere that man needs no God as he can live 
a materially luxurious life arrogantly. The emphasis on material gain and man-exalter 
ideological systems cause alienation from God and religion because spirituality does 
not make money or has any concrete profit to the life of people. The empirical 
knowledge is contrasted with spiritual knowledge, wisdom, which has no value at all 
in modern period. Also ecclesiastics are blamed as they cannot help modern people 
to turn religion, even seemingly religious men aren’t aware of what the essence of 
religion is. They only live religion or go mosque/church superficially for ritualistic 
purposes however that cannot effect their life or heart.  According to this framework, 
both Eliot and Karakoç deal with the consequences of modernity, which causes 
corruption on society, human’s virtues and diverging from religion. Thus, they have 
similarities in a common conceptual sphere.  The main difference is as Eliot writes the 
poem for a purpose about establishing new churches, he has a didactic tone whereas 
unlike Eliot, Karakoç’s poem is more modernist technically. Even if the problem and 
evaluations are similar, Eliot is supported by Church for his composing of this poem, 
which means a collaboration with authority whereas Karakoç is not encouraged by 
any authority so he is independent and more autonomous in his composition of the 
poem. Eliot’s poem’s propagandistic nature weakens its modern voice.6 In this 
chapter, we see more general effects of modernity on society, people’s relations and 
religious life. Now, in my next chapter, I will go from the general (religious) to the 
specific (spiritual) so that I try to understand the effect of modernity on people’s 
souls. This, too, is a concern of both poets and one that actually says more about the 
problem of modernity than and is a wider realm for the possibilities of the modern 
poem. In that way, it will be possible to evaluate the concepts of modernity, religion, 
tradition and spirituality in greater depth, in the context of the both society and the 
individual. 
                                                                                                                                                      
6 Eliot’s didactic tone is peculiar to this poem, we cannot generalize it because he wrote this poem 
after his conversion.  
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CHAPTER 4 
WORLD, AS A PLACE OF EXILE 
 
In this chapter I will discuss “the world as a place exile”, the concept of exile through 
some spiritual concepts such as beseeching, praying, begging, forgiveness, feelings of 
hope and despair in front of God, condemning self and possible resolution in T.S 
Eliot’s “Ash Wednesday” and Sezai Karakoç’s “Sürgün Ülkeden Başkentler 
Başkentine”. These spiritual concepts are part of religion like in our previous chapter 
but we can say that the previous chapter is more related with the place and dignity 
of religion in modern society while this chapter deals with modern individual’s 
relation with God and how this sacred and special relation is built in mentioned 
poems. The relation between this world and spirituality, divinity and earthliness are 
some subjects that occupy their poems. 
 
4.1. Composition Background of “Ash Wednesday” 
“Ash Wednesday” is an important poem in Eliot’s poetic career because it was the 
first long poem that he wrote after his conversion in 1927. After Eliot’s conversion to 
Anglo-Catholicism, his poetry changes radically. His disbelief, bitter irony and 
hopeless manner in his poems become more optimistic, at least there occurs a 
chance of hope and salvation. (Murphy, 2007) Sezai Karakoç did not experience such 
a conversion event so it would be wrong to compare them through that angle 
however when we look at Karakoç’s “Sürgün Ülkeden Başkentler Başkentine” and 
Eliot’s “Ash Wednesday” there are some common themes. Both poems deal with the 
spiritual framework that an individual can experience.  
 
T.S. Eliot’s “Ash Wednesday” takes its name from Catholic ritual. It refers to the first 
day of Lent which continues 40 days (Sundays excluded) and symbolizes the period 
that Jesus Christ fasts 40 days in desert to fight against the temptations of Satan. 
After this 40 days Easter comes and Christ’s resurrection is celebrated. The Season of 
Lent is season of penance, reflection and fasting. To remind the believers that this life 
is temporary and passing, their foreheads are marked with ashes in cross sign. (“Ash 
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Wednesday - Easter / Lent - Catholic Online,” n.d.) This is also related with the belief 
in Bible, “Genesis 3:19” (n.d) says “for you are dust, and to dust you shall return.” The 
cross sign of ash is supposed to remind the weakness of human, his origin, his exile 
from Garden of Eden and thus he is expected to feel humble in front of God. The man 
should return from this world to God and this is one of the important theme of the 
poem. (Williamson, 1998, p. 168). Ashes symbolize penance and contrition 
furthermore the believers should repent of their sins and beg for forgiveness with 
regretful hearts as they wish for God’s mercy and grace. (“Ash Wednesday - Easter / 
Lent - Catholic Online,” n.d.) Considering Eliot’s poem, the main themes are related 
with the ritual of Ash-Wednesday which constitutes his framework of the poem. 
 
4.1.1. Synopsis of “Ash Wednesday” 
Now I will give a short summary of Eliot’s “Ash-Wednesday” which consists of six 
sections. The parts of “Ash-Wednesday” were published separately in 1927, 1928, 
1929 and it appeared as a whole in 1930. (Williamson, 1998, p. 168). 
The poem “deals with the speaker’s aspiration to move from a sense of spiritual 
anguish and agony to Christian salvation.” (Stolarek, 2014, p. 8). In Section 1, the 
speaker rejects all worldly things. He says that he will not chase after transitory 
powers. The speaker is prepared to renounce all worldly things however he shows 
despair in the matter. He confesses his weakness and helplessness in his self-struggle 
and he wants help from Mary.  
 
His belief is that the world as he knows it is all that exists, yet his faith and 
the anguish it brings is what prepares him for salvation, since only from his 
weakness and powerlessness, can his ‘wings (that) are no longer wings to fly’ 
create the whole; and only from his spiritual decease will appear hope 
thanks to which he may regain joy and felicity. (Stolarek, 2014, p. 8). 
 
 
In Section 2, a lady figure appears probably Mary and three white leopards eat the 
speaker's flesh. He sees the Lady’s goodness after that. The speaker is spiritually in 
despair and feels torn apart. He knows that indeed he has no spiritual knowledge. In 
Section 3, the speaker tires to reach salvation and he climbs the stairs when he looks 
back he sees his past temptations of self-deceit, despair, and lust. He is in a struggle 
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with himself and doubts, darkness, fear cover him. 'At the first turning of the second 
stair,' he leaves the devil and enters darkness. In the next step, he sees meadow 
which is possibly a hope for his redemption. Then he prays to God to 'Teach us to care 
and not to care/ Teach us to sit still.'   
 
In Section 4, “the speaker pays homage to a vision of the Lady, 'in white and blue, in 
Mary's color that stresses both her ignorance and her knowledge, as well as her 
ability to make things firm. She walks in a realm 'between sleep and waking' as a 
vision of light, veiled and silent among the yews, where birds reveal the vision of 
transcendence, of 'the higher dream.’ Mary “enlightens the speaker making him 
realize his imperfect humanness, spiritual weakness and sinning and yet who makes 
him understand the possibility of his salvation and redemption.” (Stolarek, 2014, p. 
9).  In Section 5, the speaker questions if the Lady will pray for 'those who walk in 
darkness' in the world with all its terror and denial.” (“T.S. Eliot’s Ash Wednesday,” 
n.d.) The speaker continues to be in a conflict between opposites such as “good and 
evil, doubt and faith, emotional powerlessness and spiritual belief in the redemptive, 
purifying might of the Lord and the Virgin Mary.” (Stolarek, 2014, p. 10). In Section 6, 
the first stanza repeats the opening stanza of the poem, changing the word 'Because' 
to 'Although’.  Some hope enters the poem here. Despite all his sins and faults, the 
speaker wants God not to leave him alone because his salvation can only be possible 
through surrendering to God.  He does not want to turn his dark past and he also 
knows that without God’s help he cannot reach Him. At the end, he again calls Mary 
and God and in his search of God, he begs their help.  
 
4.2. Composition Background of “Sürgün Ülkeden Başkentler Başkentine” 
Karakoç’s “Sürgün Ülkeden Başkentler Başkentine” is a very long poem composed in 
1971-1972.  It is the main title of the poem and the first part has four sections and 
the second part whose name is Esir Kent’ten Özülke’ye has seven sections. There are 
different commentaries about the references of sürgün ülke (exile country), 
başkentler başkenti (capital city of capitals), esir kent (prison town) and özülke 
(motherland).   For instance, Turan Karataş uses Karakoç’s memoir as a source to 
comment on this issue. He says that Karakoç was in Ankara when he wrote these 
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poems. So as if he was on an exile life in Ankara, “sürgün ülke” becomes Ankara and 
“başkentler başkenti” becomes İstanbul. (Karataş, 2013, p. 266). However, Karataş 
also adds in his discussion that Sürgün Ülkeden Başkentler Başkenti’ne has voice of 
requiem since the holy prophet’s inheritance which is Islamic civilization is exiled 
from our modern age. Karataş adds that likewise the “başkentler başkenti” carries 
the meaning of past’s magnificent civilization and beloved’s land, the concept of 
“özülke” means ideal homeland  (p. 270).   
 
According to Berki (1986) “sürgün ülke” is Islam country and “başkentler başkenti” is 
İstanbul, meaning Islam country is on exile. Then in second poem “esir kent” becomes 
İstanbul and “özülke” becomes Islam country. First Islam country then İstanbul is seen 
as “esir kent”. (p. 89).  Actually, I find these comments a bit superficial and I agree 
with Abdurrahim Karadeniz’s idea about the references. He states “esir kent” is poet 
himself and “özülke” is God, like the story of reed in Rumi’s Masnawi and “başkentler 
başkenti” is a reference to Prophet Mohammed (Karadeniz, 2003, p. 207). I think that 
“sürgün ülke” and “esir kent”, “başkentler başkenti” and “özülke” have similar 
meanings so two reference is enough for the dissection of the poem. A deeper 
meaning is “başkentler başkenti” can be heart and the reality in self, which signifies 
the returning to core, essence, “öz”.  
 
4.2.1. Synopsis of “Sürgün Ülkeden Başkentler Başkentine” 
I want to give a general summary of this long poem. The speaker begins his poem 
with a traditional line, “Gelin gülle başlayalım şiire atalara uyarak” (Karakoç, 2007, p. 
425). Rose is a classical image in poetry and Abdurrahim Karadeniz (2003) elaborates 
on the usage of rose symbol in his article. (pp. 199-201). Karakoç uses rose imagery 
in his previous poems too so firstly he builds an association with his own poems. 
Secondly it reminds classical Turkish poetry’s usage of rose symbol together with the 
all meanings that are covered by rose. It is significant that in a modern poem, a 
traditional image is used and updated.  
 
Traditionally rose symbolizes beloved, beloved’s cheeks, beloved’s face and 
sometimes it symbolizes the smell of the Prophet Mohammed’s sweat. Moreover, 
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beloved can have many references such as it is used sometimes for a woman, 
sometimes a statesman, for monarch, for prophet and sometimes for God. However, 
these meanings cannot be sufficient to analyze the poem. Karadeniz (2003) says that 
beginning the poem with rose has deeper associations. Rose is a beauty symbol in 
itself but it also brings forward the nightingale symbol which is for desperate lover.  
So, the rose symbol also includes the allusions about nightingale. In traditional 
poetry, rose is used for the expression of Prophet Mohammed’s beauty and it is 
believed that the first rose plant on earth is sprung up by his sweat. Due to its 
dominant appearance and beauty rose is seen as the king of flowers thus it includes 
an exposition form about the prophet’s position. It is also used in spiritual poetry 
(tasavvuf şiiri) by famous sufis Yunus and Rumi that’s why rose points out “absolute 
beloved”, God. Hence the poem begins either with in expectation of mediation from 
Prophet or with the name of God.  
 
Then the speaker criticizes the Western civilizations through comparing them with 
former Islamic civilization. He mentions Paris, Moscow, London, Beijing and New York 
and says he does not care about these so-called civilizations and uses the adjective 
“parvenu” for them. Interestingly he puts aside Rome saying: “Birazcık Roma’yı 
hesaba katabilirdim/Ama Roma/ Kendi kendini inkar edip durmakta” (Karakoç, 2007, 
p. 426).  Kâmil Eşfâk Berki and Abdurrahim Karadeniz takes attention to this generally 
ignored point.  Berki (1986) indicates the mentioned capital cities are non-Islamic big 
capitals that are powerful in world politics. Rome has a different position that it is in 
West however it is not unaware of Eastern civilization that has relation with it. (p. 
88). Karadeniz (2003) argues that the mentioned cities except Rome are the centers 
of 20.th century ideologies. The speaker calls all ideologies produced in these cities 
as parvenu civilizations (türedi uygarlıklar) because these ideologies are not founded 
on divine source. Rome has relation with Vatican so that it can be taken into 
consideration however Rome denies itself and forgets its relation with divine source. 
As the speaker believes that Christianity is actually a divine religion but later it is 
changed and distorted thus it loses connection with divine reality. (Karadeniz, 2003, 
p. 201). In short, the speaker is against 20.th century ideologies and their city centers 
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so he does not care about them but Rome is regarded as a previously true civilization 
mentioning the time of original Christianity unfortunately it denies its original reality. 
Then the poem goes on with natural imageries to make a contrast between death 
and revival. Then he continues with a section which resembles 13.th century Sufi saint 
Rumi’s reed-story. In that section, the speaker calls a higher being (God or prophet) 
and he explains his pain is caused by separation from God. Yearning to be together 
with God and the exile in this world, love of God and beseeching to Him are some 
main themes of this renowned section.  There is a desire to be unified with God 
throughout the poem. Furthermore, there is a repetition part in the fourth section of 
“Sürgün Ülkeden Başkentler Başkentine”. The repetition part is “Sevgili/En sevgili/ Ey 
sevgili/ Uzatma dünya sürgünümü benim” (Karakoç, 2007). These lines actually give 
the main idea of the section and indeed resemble the reed-story in Rumi’s Masnawi, 
which I will deal with in later parts of my section.   
 
The second part named, Esir Kent’ten Özülke’ye’s, first section is written in couplets 
resembling the traditional Masnawi form. In first section the speaker remembers his 
childhood and youth using the images of mother and rose. He misses his happy past 
then he calls an unknown beloved and mentions the themes of   hope, love, divine 
revival together with wishing help and forgiveness from God and taking refuge in 
Him.  In the next sections, the speaker says that the only reality is being a true servant 
to God, which is the biggest freedom too. The poem ends with the pains of the spirit 
and revival of it. 
 
As I briefly mention in the summaries, the relationship between this world and 
spirituality is an issue for the poets. Being carnal is scorned for the time being 
however the poems are not simply scorning being worldly but the poets have a 
structure that they make use of this apparent, external and tangible world to deduce 
verities about their spiritual journey. This world is doomed transience and one day it 
will end still this world is also place of symbols and indicators so as a matter of fact 
we cannot simply disregard this world. Through symbols the poets construct a 
relation with the divine and I will discuss the poems around the main framework of 
this world as a place of exile and also as a place of mediation together with the related 
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concepts such as hope, despair, beseeching and the role of self. Of course, these are 
also important for the purpose of this thesis as through these concepts we try to see 
what kind of a relation is constructed between a man and spirituality in modern world 
and in order to solve-escape problems of modernity, take refuge in traditional ways.  
 
4.3. The Relation between Beseeching and Mediation 
I will begin my discussion with the concept of beseeching in both poems. Before going 
into detail of lines, I will take attention to beseeching concept in spiritual context. It 
is significant that in modernist poetry spiritual quest has an important role. Some 
modernist poets, after witnessing disastrous effects of modernity, take refuge in 
religion and God but especially spiritualism. They focus on the abstract face of belief 
not apparent side of rituals. Their attention is on belief of heart. (Chinitz & McDonald, 
2014) Beseeching forms the core of the both poems because around it other themes 
are shaped. Beseeching and praying to God is an interesting relation between the 
believer and the Creator. The content of prays is indeed the most important, valuable 
things in life. These wishes frame the overall mindset of speakers. Before giving the 
lines, the most important difference is Eliot is newly converted Christian when he 
writes this poem so his prays are somehow related to his previous life if we divide his 
life with milestone of conversion. He is more fearful in his sentences and he tries to 
find a firm ground on which he can establish his converted life.   
 
First I begin with the speaker’s prays and their content. Eliot and Karakoç are in need 
of spiritual and metaphysical support and they reveal their desires with beseeching. 
Beseeching is a confession of the believers’ weakness in front of the Creator and 
considering the modern, strong man who is supposedly over of all powers and 
authorities. The first step of praying is confessing one’s weakness and need towards 
God. This is not new in terms of religious ideas however the attitude of these two 
modernist poets towards modernity is returning spiritual religion because they 
cannot find any solution in another realm. Escaping from modern problems through 
returning to God is indeed a modernist approach itself.  
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When talking about praying and beseeching, it is important that whom the addressee 
is in Eliot’s and Karakoç’s poems. Generally, the common thought is the believer 
should pray to God and wish things from Him. However, as we will see in the poems, 
the mediator concept has a crucial role between the speaker and God. In Christianity 
Jesus and in Islam Prophet Mohammad has different ontological entities so apart 
from the religious difference there is still a blurred intersection between them. In 
Christianity as Jesus is God himself there is not a duality indeed but in Eliot’s poem 
not only Jesus, God but also Lady Mary is prayed too. In Islam Prophet Mohammad is 
not seen as God moreover it is a big blasphemy but the idea of mediation is not 
accounted as blasphemy.   
 
Abul-Fazl Ezzati (2002) states in his book that there is no mediation and mediator in 
Islam and authority of God is above everything. Muslims “do not worship 
Muhammad, nor do they regard him as divine, in the way that Christians regard Jesus 
as the Son of God…Nor is he the mediator between God and His servants, nor is the 
redeemer…Muhammad is simply His messenger and apostle.” (p. 132). Ezzati 
continues his argument and adds that Muhammad was a man of purely human 
nature and he was also a servant to God. Different from Jesus in Christianity, he is not 
divine and incarnate. “Jesus is supposed to have claimed to be the ‘Alpha and the 
Omega and the Light of the World’…Muhammad, the Messenger is not being 
worshipped, deified, or made into a symbol.” (p. 134).  A Muslim believer can always 
address God directly without any introduction in accordance with the fact that Islam 
is “intolerant of any interference between man and his Creator…and Muhammad was 
not in a position to mediate or accept repentance or forgive sins, only God can do 
these things.” (pp. 134-135). Ezzati (2002) draws a strict line in mediator concept 
between Christianity and Islam and he is right what he says as these are the basis of 
faith in Islam. His argument is about religious leadership so he does not go into detail 
of edges.   
 
However, there are also concepts of “shafa’a and tawassul (intercession)” in Islam. In 
Sunni Islam, these concepts are accepted as lawful and actually in some hadiths 
(saying of Prophet Muhammad) begging help from God through the means of 
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prophet is advised. It is important that prophet should not pass in front of God, that 
is intercession “does not amount associating partner with Allah but rather reaffirms 
the oneness of Allah.” (Tahir-ul-Qadri, 2007, pp. 42–44)  Moreover it should be noted 
that the intercession is also with the permission of Allah. While praying through 
prophet’s intercession the underlying and intended meaning is ‘may God accept the 
prays for the sake of Prophet’ because the prophet has a special status. In classical 
Islamic poetry, there are many works concerning the praising the prophet and 
wishing things from God through His intercession. Thus, in Karakoç’s poems too there 
are references to prophet and his intercession is considered important. Now turning 
to our subject, in Karakoç’s poem the prays are evaluated as directed to God but we 
will see that Karakoç uses very humane features for his addressee and it becomes a 
question whether he wishes from God or prophet Mohammad. I will go into detail of 
this issue when the relevant exemplary lines come into question.  
      
Karakoç uses traditional genre to enrich his poem but he does not imitate the forms, 
as accordance with his literary views, he does with the possibilities of modern poetry 
and themes. Apart from the genres, we will see that Karakoç updates some 
traditional symbols and images too in modern poetry. In classical Islamic poetry, 
there are two literary genres I want to mention in relation with my discussion, which 
are munajat (invocation) and naat. Munajat means invocation and suppliance 
towards God while naat means the poems praising Prophet Mohammad. In 
accordance with the ‘whom the addressee is’ issue, these two genres enlighten some 
problems. Karadeniz (2003) says that “Sürgün Ülkeden Başkentler Başkentine” is a 
naat and “Esir Kentten Özülkeye” is a munajat. (p. 207).  Also, Turan Karataş (2013) 
states in his book that Sürgün Ülkeden Başkentler Başkentine has some features of 
naat. (p. 268).  I think that it would be wrong to draw a strict line on this matter 
because in the same poem the addressee can differ or perhaps both God and the 
Prophet can be implied by the poet hence each line can be examined separately due 
to possibilities.  
 
Now turning to beseeching, Karakoç (2007) wishes help from God through these 
lines: “Bir bad-ı saba gibi es doğudan batıya/ Hayatı yumşattığın gibi ölümü yumşat” 
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(p. 438). In these lines, personification of God takes attention. First God is resembled 
to wind which is called bad-ı saba. In traditional Turkish poetry, this image means the 
wind which brings the smell of the beloved. Karadeniz (2003) says that these lines are 
for God. (p. 207). However, it is possible that Prophet Mohammad can be addressed 
too and there is no definite answer for that.  God is called as beloved and the speaker 
wants Him to ease, make soft the death like life.  It is significant that the speaker in 
Karakoç’s poem see life as soft. This is a spiritual understanding of Islamic mysticism 
which is the believer or more specifically the lover of God sees beauty in everything 
as everything is created and come from God who is the utmost beauty and the source 
of all beauties. Here God has not got a terrifying image in contrast the adjective used 
is “soft”.  Here the speaker seems to know God a bit, I mean there is not a conversion 
in Karakoç’s poem so it seems that the speaker addresses a before-known God, it is 
not that the speaker for the first time addresses him so there is a warmth in the 
manner.  
 
However, Eliot is warier and in his poem, there are some frightening/harsh images 
because he does not know to whom he is addressing, he has just begun to known 
Him. The speaker does not know God with all His adjectives and at some point, fear 
is more dominant in his poem. Death is unknowable for the speaker and he is afraid 
of its unknowableness however as he trusts in God and calls him as beloved wind he 
wants Him to show his softness in transition too, the transition is between this life 
and after life at the middle there is death. Death is like a sign of how the afterlife will 
be. Therefore, if the death is soft and easy the afterlife for the speaker will be soft 
too. The speakers do not deal with world problems, now they are interested in more 
deeper and spiritual subjects. They problematize this world, death, transcendence as 
they become aware of the fact that the only, and one truth is God. The poets try to 
find solutions to modern problems in God and now they try to reach a higher state. 
We see a worry, in-betweenness since God is impossible to be known entirely.  
 
4.4. Transition to Redemption through Darkness, Twilight and Light 
Under the beseeching concept, the poets concern with death and life opposition. 
Whether these births and dying is spiritual or physical is important. In his poem, Eliot 
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(1988) says: “In this brief transit where the dreams cross/ The dreamcrossed twilight 
between birth and dying/ (Bless me father) though I do not wish to wish these things” 
(p. 94). 
 
The brief transit is between birth and dying. I think it can have two meanings. The 
first meaning, the brief transit is physical birth and dying. Dreams mean the material 
and temporal desires that man runs after all life. At the hour of death, when one 
realizes the emptiness of life, the whole life becomes a dream which endures very 
short in comparison with eternal after life. The death and birth can also refer to 
spiritual death of self and rebirth with a new spirit. As Eliot has experienced 
conversion, the death can refer to his previous life. We see the difficulty and 
immobility of this experience because after conversion one should change and repent 
his sins, which I will discuss later. Between birth and dying there is a dream crossed 
twilight. The dream metaphor evokes spiritual blindness and negligence. Man lives 
like as if he is in a dream in this world without thinking afterwards.  
 
So, while passing from this world to other, dreams cross maybe one think about his 
faults, regrets, once very desired but now meaningless wishes etc. So, there is no 
reality in that dream. It is not dark nor light, it is twilight. The whole experience is 
explained with the manner of being in between. Twilight also signifies being between 
darkness and light. Living with self and according to self’s commands makes the man 
being negligent and he cannot see the eternal future. This is the spiritual darkness in 
life and if the man lives accordingly with God’s command then his spirit and life will 
be in light. However, in this section twilight is an interesting symbol.  
 
Twilight means the half-dark half-light situation just before the sunset or sunrise. 
That is, at the end of twilight full darkness or full light occurs thus the condition of 
speaker resembles twilight. If we set conversion like a middle point or twilight, the 
speaker’s doubts, worries correspond to twilight. The speaker is on the edge of 
spiritual rebirth or he will fail to his previous life’s attractions. At that point, he calls 
God and wants to be blessed and he does not wish to wish these things. It can be said 
that his newly faith has not been placed on firm grounds yet.  On the verge of 
65 
 
conversion, the speaker is afraid of being deceived by material and bodily pleasures 
that he knows before.  
 
However, at the same time he desires the spiritual birth and metaphysical 
peacefulness as he knows the inescapable darkness of material life. He does not trust 
himself while praying too and he wants help from Father. He still has worldly desires 
and his pray is like a confession even though he is converted it would be not realistic 
to expect him to behave like a mature believer whose belief is firm. It is important 
that the speaker is aware of his self’s weak points and he wants help. In his self, the 
fanciful moments still summons him, he hears his self but he does not want to obey 
that voice. That is why this being in between resembles a twilight. Considering this 
darkness-light issue, like Eliot, who uses darkness-light symbolism for describing his 
spiritual obscurity, Karakoç uses similar image. First, I will explain darkness-light and 
the feeling of being in between through the following lines of Karakoç. Then I will 
continue with praying-beseeching issue. Karakoç (2007) says in his poem: “Yağsın 
gönlünün nuru bu karanlık çatıya/ Zehre batan ruhumu ışığınla aydınlat…/ Çaresiz 
derde şifa olan elini uzat” (p. 438). 
 
We see that Karakoç uses reification in his pray while Eliot uses more abstract 
phrases. He wants divine light to rain on his darkness and his poisoned soul to be 
enlightened by this light and finally wants a healing help for his desperate sorrow. 
We see that the personification or using images from nature is more dominant in 
Karakoç’s lines. The speaker describes his soul’s condition as sunk in poison. The 
poison of soul can be material and worldly desires ordered by modern world 
continuously, unfulfilled wishes that one has experienced in lifetime. These wishes 
seem sweetie and delightful for that moment and for human’s animalistic side but 
afterwards these so called “sins” or things which create a barrier between the man 
and God become burden for the person. It becomes a burden not for body but for 
spirit because the wrongdoings have impact on souls which do not entirely turn a 
deaf ear to God. It is important that the speaker is aware of his soul’s condition that 
means there is still a chance for redemption. In Islamic metaphysics, committing or 
having sins is not an unsolvable problem. 
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 In contrast, God has created humankind with tendency to commit sins. However, He 
wants His subjects to ask forgiveness and accept sins. There is no sinless man except 
prophets so the condition for belief is asking repentance. The soul is described with 
the adjective “dark” similar with Eliot’s usage. His soul is in darkness and in poison 
and he wants it to be enlightened. So, there is a juxtaposition of darkness and light 
but Karakoç uses these two adjectives separately. He attributes soul to darkness and 
divine light from God to light. In Eliot’s lines the distinction between them is blurred 
because I think it is about the nature of conversion concept. Karakoç’s speaker is 
more certain of the discrimination between his sins, his soul and God’s light.  
 
Eliot’s speaker is not certain of God’s light and he is not sure in his self about his desire 
to incline towards God. Eliot’s speaker’s uncertainty and his inextricable situation 
“(Bless me Father) though I do not wish to wish these things” can be compared to 
Karakoç’s “Çaresiz derde şifa olan elini uzat”. Eliot’s speaker experiences a 
paradoxical feeling in his self. Karakoç’s speaker is also in a paradox but his paradox 
is in his unsolvable problem. Indeed, the solution is impossible under material 
conditions but it seems that there is still a divine cure for it.  Both Eliot and Karakoç 
call God to help their paradoxical condition even if their problems differ from each 
other. Being aware of spiritual problem and searching solution through trying to 
turning to God is dealt with by Karakoç and Eliot.  
 
4.5. Learning Deception and Truth  
In spiritual journey, opposing feelings and concepts are used together as we talk 
about a journey not an end.  The condition of heart and spirit is like a pendulum which 
goes constantly in opposite directions. Likewise, the relation of this world with 
spirituality is also enigmatic for the passengers of the spiritual path. It would be very 
superficial to disregard and blame this world for everything and the poets are aware 
of this fact that they make use of this disdained temporal world to attain knowledge, 
gain insight through indicators about their selves and ease the spiritual way. Namely, 
the things which seem like obstacles for spiritual rising and progression can be 
actually turn into signs and indicators for the aim. In relation with the subject I want 
to reinforce the idea by adding following lines of the poets. Eliot’s speaker who 
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doesn’t wish to wish these things though also says: “And the lost heart stiffens and 
rejoices…/And the weak spirit quickens to rebel” (Eliot, 1988, p. 94). Considering 
these lines together Douglas Atkins (2012) states that:  
 
What that wish is, appears to be manifest in the highly sensuous verses that 
record such rejoicings … “the lost heart stiffens and rejoices”, and “the weak 
spirit quickens to rebel” in being attracted to the “lost” flowers. One may, 
indeed not “wish these things”, but there they are, and the human heart 
rejoices in them, the heart that may be “lost” in the sense that it must always 
be attracted by and to the things of this world … What Eliot embraces and 
advances is not transcendence of the “lost” world, but an Incarnational 
approach to it, which means that the world is accepted for what it is, neither 
a sign of a better world nor an evil to be rejected, but instead a means –a 
mediation- by which you proceed toward another, better world  (p. 30). 
 
I want to elaborate on Atkin’s ideas. Eliot’s power stems from the fact that he accepts 
the world as it is with its deceptions, falsehood, and incompleteness. If he cursed on 
this world and curses the devil for its seducing the humankind like a didactic way then 
his poem wouldn’t be different from medieval poetry. He knows and accepts very 
well that this world is created in this way because God has a trial for each human 
being. It is not easy to escape from rejoicing of heart in “lost” things. The adjective 
“lost” points out the ephemeral and transitory amusements, enjoyments and 
pleasures of this temporal world. There is always a risk of falling into traps of worldly 
joys and it is important to see the salvation is possible only with God’s help. 
 
Turning back to Karakoç’s (2007) lines: “Donmuş ruh ancak baharla kanatlarını 
açar/Kışı bırakmak yeniden yaratılmak gibi sonra” (p. 448). The frozen soul is actually 
waiting for spring to revive and its present situation is in winter. After winter, spring 
comes like being created again. The speaker uses simile between the recreation of 
soul and season’s change. Here we can first say that winter is this ephemeral world 
in which everything is deceptive and spring is other world when everything reaches 
its true meaning and eternal state. The soul will be happy and revived too. However 
apart from this meaning, I would say that the spring can be experienced in this world 
too.  
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Like Atkin’s comment, in this world the things we perceive through our senses are all 
temptations or they have potential to be temptation. However if one knows the 
reality of them then these temptations can be mediators for ascendancy. (Atkins, 
2015, p. 37). Through encountering temptations and seeing the deeper meaning in 
them leads a higher knowledge and in that way the awareness about their being just 
instruments not the realities itself advances the seeker in his quest. Thus, the 
recreation can occur in this world with reaching a higher and different state of mind 
and soul. 
 
We can make a connection between Karakoç’s lines and a part of Islamic tradition, 
Islamic spiritualism. Together with attribution to tradition, as stated before, modern 
poets are interested in spiritualism too. In the framework of this, there is an 
expression, a hadith (Prophet’s saying), in Islamic spiritualism which says “Die, before 
you die”. (Rahman, 2013, p. 41) I want to explain it and I think the very same idea is 
proper for Eliot’s lines too. “Die, before you die” seems to be a paradoxical statement, 
like the poem of “Ash-Wednesday” which is full of paradoxes. It means that one’s self 
should die before he physically dies so that he can reach God in this world because in 
other world believers, atheists and everyone will reach God no matter they wish or 
not. The important thing is to reach God in this world through passing many stages 
and trials. Knowing God in this world changes everything. The “lost” things that Eliot 
mentions become meaningful and everything we see becomes a mediator, a shadow 
that reminds God. Actually, the same thing for example a flower can be a temptation 
too but if you see God in it then its meaning changes.  
 
The seeming paradoxes, oppositions, tensions become unified like the struggle in 
one’s self with his spirit. How this will happen is not my subject of thesis but I can say 
that trusting wholeheartedly in God, submission and in every step begging His help 
are elements of it. Sacrificing the self for God will bring spring and after winter which 
passes with self’s struggles, weak spirit’s rebellion against God, the soul will reach 
tranquil state with recreation. Furthermore, besides spiritual mediators like Prophet, 
Jesus or Mary; the whole world, the self seems negative for ascendency and they are 
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thought as obstacles but these become a mediator, a helper for the spiritual 
salvation.  
 
Eliot mentions the “winter” state of soul through saying “the lost heart stiffens and 
rejoices” and “the weak spirit quickens to rebel”. Like the frozen soul, the heart is 
fighting with paradoxes, feelings, sensations, and cannot be content in itself. The 
ongoing struggle is explained by both poets.  We can deduce that Eliot and Karakoç 
deal with the weak, frozen spirit and temptations. The solution is not stated in these 
poems but it is significant that they care same problems. Karakoç uses simile through 
season and nature while Eliot does not use nature simile. In Eliot’s line, there is not a 
reference to future-solution, or reconciliation but Karakoç hints at possible harmony 
by the images spring and recreation. 
 
4.6. Invoking Mediators for Redemption 
Now I will return to beseeching subject by Eliot’s pray in his poem together with the 
concept of mediator which is important as I mention in my introduction and in 
following lines it will be seen that the speaker takes refuge in the mediator for his 
redemption. The mediator in Eliot’s poem can be Mary or Jesus while Karakoç’s 
mediator is Prophet Mohammad.  
 
Eliot (1988) writes: “Pray for us sinners now and at the hour of death/ Pray for us now 
and at the hour of death. (p. 86). It takes attention that the speaker does not directly 
pray to God here. He wants somebody to pray for him and that mediator is possibly 
Lady who is apparent in poem’s other sections. Furthermore this pray is from Ave 
Maria (MacGreevy, 1971) also known as Hail Mary.  “Hail Mary is a traditional 
Christian prayer asking for the intervention of the Blessed Mother in the lives of 
individuals on Earth.” (“Hail Mary,” 2017) This definition of the prayer is almost a 
definition of mediation. The believers call help from spirits in their physical life. The 
same pray sentence is repeated twice to draw attention of readers. It also symbolizes 
the importance of the pray so that it is repeated. The speaker wants praying now and 
at the hour of death. He confesses his sin as calling himself sinner.  
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We can compare these two lines with Karakoç’s previously mentioned “Hayatı 
yumşattığın gibi ölümü yumşat” line. Eliot also wants pray now which is life and at 
the hour of death. Karakoç uses the verb “soften” while Eliot uses pray. These 
resemble to each other because in Eliot’s poem, if the mediator prays for the speaker 
then his life and death will be much more easier than now. It is notable that he does 
not want help only at the hour of death. We see that he needs help both to cope with 
life with his present spiritual condition and due to his sins, he is afraid of death, 
death’s hardness and afterlife. He desires to be prayed by Lady so that his sins may 
be forgiven and his death together with his afterlife won’t be frightening. He knows 
that the deeds’ lifespan is limited to this world, after death, there would be no 
importance and validity of deeds or prays because the trial that God imposes on 
humankind finishes with the death of man. Thus, the whole life actually affects the 
hour of death and its feature that’s why it is also important to pray at lifetime. 
  
Karakoç calls directly to God or prophet, making his own pray. It is significant to note 
that both Eliot and Karakoç minds not only the afterlife but also its attachment with 
ongoing life.  Eliot has more to say on the praying considering this life. Again, we can 
attach this to his new conversion.  He says that, “Teach us to care and not to care/ 
Teach us to sit still” (Eliot, 1988, p. 86).   As his previous life is uninterested with any 
metaphysical doctrine, he lives his life according to his own desires without feeling 
any responsibility to any supreme being.  
 
From the conversion onwards, his whole life’s grounds shake and in a way, he 
becomes a newborn who will continue his life completely different from before. 
Hence, he desires to know the difference between substantial and redundant 
knowledge for his future life as a Christian believer. His desire has a total effect on 
life because if one knows what to care and what not to care while encountering 
innumerable events, that leads a life which is harmonious with religious doctrines. 
He can continue his life with true knowledge and he is not failed by the misleading 
events. To be more concrete, if a man has lost his money, it seems to be the end of 
the world in apparent conditions however under spiritual conditions man can think 
this as a trial from God, or he can be sure that money or any other material 
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possessions has nothing to do with spiritual situation so this event can be not cared. 
Only a true believer can know the importance between what to care and what not to 
care according to God’s rules, not world’s or society’s or self’s rules. The speaker 
continues with his aspiration concerning this life and he wants to be taught sit still. 
Sitting still includes many rules in relation with religious norms. Sitting still means you 
obey God’s rules and will not transgress boundaries.  
 
The speaker does not trust himself and he desires somebody can teach him the way 
so that he continues his life on that path. Sitting still can also mean the acceptance of 
God’s will. He does not want to rebel against Him as he does before. I think apart 
from apparent meaning, in metaphysical terms sitting still is a job of heart not body. 
In his self the speaker wants tranquility, the feeling of safety given by faith, being sure 
of his spiritual path’s trueness and believing in the fact that when he wants help his 
true path will show it because he is afraid of being left alone without help after his 
conversion. He cannot find true path and God without an advisor and considering his 
previous life his biggest fear is what if he is not helped as he cannot carry his sin’s 
weight and he is in constant struggle with his self.  Yes, he is converted and from then 
on, he tries to live a religious but how? Will he be accepted, forgiven or will his 
previous sins be always thrown up to him? 
 
Among these doubts and suspicions, he knows that he cannot help himself and he 
hopes to be enlightened. Likewise, Karakoç’s previously mentioned line “zehre batan 
ruhumu ışığınla aydınlat” is also related with this life and poison is actually Eliot’s 
mentioned doubts and suspicions and all bad deeds that one has committed before. 
Eliot uses more direct sentence; however, Karakoç uses symbolism in his pray. He 
wants his soul to be enlightened, to get rid of its poison through learning sitting still. 
Karakoç’s and Eliot’s prays are not only after life-oriented but this life because both 
Eliot and Karakoç knows this world is planting place and other world is place of 
harvest. 
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4.7. Steps of Emancipation: Hope and Despair  
Under beseeching, there are many branches about the sorts of it. Besides of previous 
section, Eliot and Karakoç prays also for mercy, grace and this wish is not independent 
from the feeling of fear. Again, the opposite feelings of hope and despair are together 
in spiritual journey. As the authority, God, is unknown because He is infinite and 
beyond human understanding in earthly terms and also, He is known for His supreme 
features both His grace and punishment can be severe. That’s why one never can be 
sure of his end. Now I want to give the lines successively.  Eliot (1988) says in his 
poem: “And pray to God to have mercy upon us…/May the judgment not be too 
heavy upon us” (p. 86) and Karakoç (2007) says: “Verilmemiş hesapların korkusuyla/ 
Sana geldim ayaklarına kapanmaya geldim” (p. 433).  
 
Again, the first thing takes attention is Eliot does not directly pray to God but he uses 
a mediator to pray for himself. These two sentences seem to be taken from prayers 
book. I mean there is not a poetic, allusive voice here. So, his voice is more formal in 
comparison with Karakoç who is more intimate in his sentences as if the addressee is 
in front of him. He goes down on his knees to beg for forgiveness. Both speakers pray 
for mercy and forgiveness because they are afraid of their judgment and their 
account. On judgment day, if God did not have mercy on them as they were afraid, 
then the last decision about them would be despairing and hellish. So, on the one 
hand they are afraid of not being forgiven and on the other hand they are hopeful 
from God’s mercy. Fear and hope are intrinsically related with each other in terms of 
religion and relation with God. The degree can change but without one, the religious 
doctrine will collapse and it becomes a way for going astray.  
 
In relation with this topic, Karakoç and Eliot has more to say on the issue. Hope and 
despair are very basic parts, leitmotifs and dominant feelings of the poems. Eliot and 
Karakoç takes attention to these feelings through using “devil” image. Karakoç relates 
“hopelessness” and “despair” with devil. Karakoç (2007) says in his poem: “Şeytan 
uyumsuzluğundan ve umutsuzluğundan ötede” (p. 448). It means beyond devil’s 
nonoccurrence and hopelessness. Within this direction, Eliot associates devil both 
with hope and despair, not only despair like Karakoç. Eliot (1988) says, “Struggling 
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with the devil ..who wears/The deceitful face of hope and despair.” (p. 89).  He also 
adds “strength beyond hope and despair” (p. 89). The common image, devil has 
similar connotations in both poems. Considering the Islamic and Christian theology 
devil has a mission to pervert and seduce people from God’s way. He approaches 
them in many ways and he can deceive people by their own beliefs too. Karakoç’s 
line brings to mind some Islamic expressions about devil and hopelessness, despair. 
It is said that despair is from devil and hope is from God. In accordance with that, 
there are two ayahs in Quran which say in 39:53 “Do not despair of mercy of Allah” 
(Surah The Groups (39/Az-Zumar) / The Noble Quran) and in 12:87 “…never give up 
hope of Allah's Mercy. Certainly no one despairs of Allah's Mercy, except the people 
who disbelieve." (Surah Joseph (12/Yusuf) / The Noble Quran)  
 
Likewise, Karakoç (2007) also says in his poem “Senden umut kesmem kalbinde 
merhamet adlı bir çınar vardır” (p. 434). In framework of religion his lines are in 
harmony with the Islamic understanding and the given ayahs. The speaker does not 
despair from God because he says “you have plane (tree) in your heart.” The speaker 
associates hope with God and mercy moreover it is not surprising for the believers 
indeed. However, it is significant and poetic that he uses similitude and he likens the 
mercy in heart with plane tree. Plane tree is known for its long-life span and wide, 
strong trunk. The simile signifies the immense source of mercy and it contributes to 
the poetic expression of the poem. On the other hand, it is very possible that this kind 
of personification can be possible with Prophet Mohammad and Karakoç renders him 
as intercessor again through taking refuge in Prophet Mohammad’s being sent this 
world as a mercy and grace. Albayrak (2015) states that throughout the poem there 
are many references to Prophet Mohammad and he is referred as “beloved, most 
beloved” in the poem. That’s why one shouldn’t despair from his mercy because he 
is the most beloved. These lines show Karakoç’s deep love for the prophet 
Mohammad (p. 420). 
 
In Eliot’s line, the speaker sees the devil “at the first turning of the second stair”. 
Critics say that his struggle with devil is passed because now he is at second stage and 
he is ascended. George Williamson (1998) says “This shape is himself, who for the 
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time being has conquered false hopes and fears or the spectre of doubt, which at 
best is always just behind him.” (p. 176) He also adds that hope and despair are 
actually a trial. Despair trial suggests age and decay while hope trial suggests youth, 
spring and carnal love and both points to the loss in the trial. 
 
I want to contribute to the comment. In Islamic and Christian metaphysics hope and 
fear are like two wings of a bird. Without one wing, a bird cannot fly likewise a 
believer cannot reach God. Too much hope or too much fear restrains one from 
believing God and behaving according to religion properly. I mean for instance too 
much hope leads dereliction and one begins to believe as no matter what he does 
God will forgive him so he does not need to obey anything. The other extremity is no 
matter what he does he cannot be forgiven and he will be punished absolutely so 
there is no need to do anything as he sees no hope for himself. The common point is 
within these extremes, one will not feel need to return to God.  The balance between 
hope and despair is very important to stay on true path. 
 
Passing both despair and hope is actually a very important step in quest because 
hope, expectations, fears, are illusionary and sin is behovely. Atkins (2013) explains 
that despair and hope and other things are not real and they are just the steps. “The 
“lost” should not, and cannot be, simply “transcended”: it can, however, and should 
be used as a means, not an end.” (p. 72). It is very likely that one will fail into these 
steps but the important thing is to leave them behind. At least knowing and being 
aware of the fact that trial has elements like hope and despair can empower the 
believer in the path. The essential reality is to reach such a state “strength beyond 
hope and despair” (Eliot, 1988, p. 89).   
 
Furthermore, man can be distracted and idle around with the feelings of hope, 
despair, fears etc. but this leads to one to concern only with his self. As God is beyond 
these feelings, it is necessary not to be interested in hope and despair but focusing 
on God only. Too much concern with hope and despair withholds the believer from 
main concerns. Besides too much concern is also against whole-heartedly devotion 
and submission to God. Eliot takes attention to the danger of over-involvement with 
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so to say religious feelings of hope and despair. If the two feeling become balanced 
then there would be no danger. In the lines Karakoç and Eliot reveals their fear but 
at the same time they continue praying with hopeful feeling and they are between 
hope and fear.  
 
One of the main point is the searcher should not exaggerate his despair to such an 
extent that it leads him to despond from God. There is a fine line between the two 
feelings. If the sins prevent the believer from mercy of God, it means that he sees his 
sins greater than God’s mercy, which is a bigger sin as the believer should first know 
that God’s mercy is infinite and his sin is like a small dot relative to God’s mercy. 
Seeing sin bigger than God’s mercy leads way to blasphemy because in deeper level 
it means that the self can able to perform things greater than God. I mean self can 
commit such sins that even God cannot forgive them. This understanding is very 
dangerous and that’s why the balance between hope and despair is crucial. Reaching 
God with self and without God’s help and mercy is impossible so both Karakoç and 
Eliot balances the opposites.  
      
4.8. The Gate of Forgiveness: Self-Condemnation 
In their balanced method, sometimes fear becomes prominent. This section will focus 
on Eliot’s and Karakoç’s speakers’ self-condemnation as they present themselves 
“unworthy”. They become fearful of not being forgiven and as there is no immediate 
responder, they can never know what will happen to them. Presenting self can have 
some other interpretations, which are in the works of Stephen Greenblatt and 
Foucault.  In Greenblatt’s (2012) book it is discussed that for the literary creation the 
authors create identity and self-hood and thus there is a “shift from absorption in 
community…diplomacy toward the establishment of literary creation” (King, 1982, p. 
8).  
 
In addition, John King adds that “self-fashioning always involves some experience of 
threat some effacement or undermining some loss of self" (p. 9). Poets use their 
unworthy self as a means for ascendant in spirituality. In  Goldberg's (1981) review 
he quotes from Greenblatt, says “…self-fashioning is precisely an act of self-
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cancellation, self-annihilation… most insistent desire for absolute order. (57)” (p. 
1202). The aim of speakers in the following lines is reaching this self-annihilation 
because only through self-annihilation that they can reach “absolute order” which is 
God. Self is like a curtain, an obstruction between the speaker and God hence the self 
must be annihilated for the salvation. For Foucault (1984) the procession of making 
self is a work of modern art and this “modern man is not the man who goes off to 
discover himself, his secrets and his hidden truth; he is the man who tries to invent 
himself.” (pp. 41-42). Even if the poems seem very personal and natural as Foucault 
states the speakers seem that they go off to discover themselves, it would not be 
forgotten that we are dealing with poems, a literary work not the poet’s true 
identities and characters. Their speakers can carry some of their experiences and 
problems but it does not change the fact that the self is a constructed self in the 
poem. 
 
Karakoç (2007) says: “Af dilemeye geldim affa lâyık olmasam da” (p. 433) and Eliot 
(1988) says “Lord, I am not worthy/Lord, I am not worthy/ but speak the word only.” 
(p. 89). Eliot’s pray is from Bible, Matthew. In Matthew, it is said “And the centurion 
answered and said, Lord, I am not worthy that thou shouldest come under my roof; 
but only say the word, and my servant shall be healed” (“Matthew 8 - McGarvey and 
Pendleton - Bible Commentary,” n.d.).  In order to understand the verse and line, I 
want to give the context of it.  When Jesus entered into Capernaum, an ancient city, 
a centurion (commander) came to him and he beseeches him. The centurion says 
that his servant is sick of palsy and he is in great trouble. There is a danger of death 
too. Then Jesus answers him saying he will come and heal him. Upon Jesus’ answer 
the centurion says “Lord, I am not worthy that thou shouldest come under my roof; 
but only say the word, and my servant shall be healed.” After that Jesus is marveled 
at his faith. This context is important because the centurion’s house is not poor so 
actually Jesus can come to his home but here his faith takes attention. (“Matthew 8 
Commentary - A Roman Exception - BibleGateway.com,” n.d.) 
 
He says he is not worthy that Jesus can come to his home. Even if he is a centurion 
that many soldiers are under his obedience and he has a high status in society, he 
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does not see himself worthy of Jesus’ coming. Besides his unworthiness, Jesus has 
great power and worth for the centurion. The centurion has great faith and he shows 
it through saying Jesus does not need to come to his home and see the servant 
because he has such an enormous power that he can heal him only through words 
without the importance of place and time. Moreover, if one esteems Jesus more, 
then his faith is more too and if he esteems himself more it means he has less faith. 
There is an inverse ratio between esteem of self and degree of faith, however if one 
sees himself below of Jesus and gives Him more esteem it shows one’s true faith. It 
means that the centurion passes from his self and he can value the real authority. 
Apart from that considering the context, at that time Israelites are difficult to believe 
in miracles so this centurion’s faith becomes crucial. He is so sure that Jesus can do 
anything and perform any miracle just through saying the words. The centurion’s 
obedience to Jesus prevents him having suspicions and worries about the results of 
miracles and his faith is so great that despite his social status and authority, he 
accepts Jesus’ authority above himself and Jesus too is marveled at his faith. 
(“Matthew 8 Commentary - A Roman Exception - BibleGateway.com,” n.d.) 
 
Returning to Eliot and keeping the verse’s context in mind, we see that Eliot, like 
centurion, does not see himself worthy and his self-condemnation takes attention. 
He does not say for what he is not worthy however it can be deduced that as he 
knows his sins and his non-believing times, he does not see himself worthy of God’s 
“coming to his home”.  Perhaps he is not sure of God’s accepting him but at the same 
time his faith is strong because he continues God can say the word and he can be 
healed. He is not ill physically or he does not have an ill servant however he is 
spiritually ill. The speaker needs support and even if he knows that he does not 
deserve the grace because of his deeds, his faith in God’s grace and miracles allow 
him to pray to Lord with humility. The significant point is the speaker does not trust 
himself or his deeds but he trusts in Lord and His mercy.  
 
Likewise, Karakoç begs for forgiveness and his begging is together with his shame and 
feeling of unworthiness. His speaker does not see himself deserving God’s 
forgiveness nevertheless he confesses that he continues begging for forgiveness even 
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if he does not deserve it. Again, we see the same understanding between Eliot and 
Karakoç. Their speakers are very well aware of their sins, bad deeds, transgressions 
and vices still they do not abandon hope from God’s forgiveness and grace. This issue 
is related to our previous discussion about hope and despair. When we look at the 
lines, Eliot uses the pray directly from the Bible while Karakoç’s pray is not on Holy 
Book so in some way Karakoç’s line seems more personal. It is also significant that 
Karakoç uses this line as a reprise because in his poem it is repeated many times 
together with the lines that I will discuss in next section. 
 
4.9. From Exile to Reunion 
Now I will begin to discuss “exile” concept in Eliot’s and Karakoç’s poem. In both 
poems “exile” concept has some similarities and differences.  The main common 
point is both poets uses “exile” as a metaphor for being in this world and being far 
from God. Karadeniz (2003) says that in the context of Karakoç’s poem the state of 
being in exile does not mean being exiled. It is an exile that the believer turns a deaf 
ear to Creator’s wishes and thus forgetting the self. (p. 205). Karakoç (2007) repeats 
these lines in his poem many times: “Sevgili/ En sevgili/ Ey sevgili/ Uzatma dünya 
sürgünümü benim” (p. 432). 
 
Here Karakoç addresses to prophet or God. It is traditionally acceptable in Islamic 
poems to refer prophet as the ultimate beloved. And in this poem, the speaker refers 
to addressee as “beloved, most beloved, o beloved.” It is possible that the addressee 
may be God too because the lines continues with a pray. It says “do not prolong my 
world exile” The reference here being God is more possible than the prophet because 
there is not a reference to mediator but direct addressing to God besides being most 
beloved is a feature of God in spiritual Islam. However, the critics agree on the fact 
that here the addressee is Prophet Mohammad. They evaluate these lines together: 
“Sana geldim ayaklarına kapanmaya geldim/ Af dilemeye geldim affa layık olmasam 
da/ Uzatma dünya sürgünümü benim…/ Sevgili/ En sevgili/ Ey sevgili/ Uzatma dünya 
sürgünümü benim” (p. 432). Karadeniz (2003) states that these lines resemble İmam-
ı Bûsirî’s “kaside”, Kaside-i Bürde which says: “Ondan özür dilemeye geldim, af 
istemeye geldim/Çünkü O sırrımı bilendir, kabul edicisidir mazaretlerin/ O 
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affedenlerin en affedicisi…Ey insanların en iyisi, en üstünü, yalnız sana sığınılır” (p. 
205). It is hard to not justify Karadeniz and due to this resemblance, he is sure that 
the addressee is Prophet Mohammad. The story of İmam-ı Bûsirî is also significant 
that he has a stroke and for healing and remedy he writes a naat for the prophet in 
which he praises and wishes remedy from Him. (Karadeniz, 2003, p. 206). After 
composing the naat, he sees prophet in his dream and he is healed for the sake of his 
love towards Prophet and his rendering him as intercessor.  
 
Ahmet Albayrak (2015) points out the fact which I previously mentioned, that he says 
the addressee is surely the beloved prophet who is sent to this world as a mercy for 
the universe but still the reader can hesitate about the line “Uzatma dünya 
sürgünümü benim” as this line reminds God because only from Him that one can wish 
such a thing or else the beloved is rendered as “intercessor”. (Albayrak, 2015, p. 420). 
It is obvious that with references to Islamic traditional poetry and forms, Karakoç 
builds relation between his modern poem and tradition. Once again it is seen that 
the intercession of prophet is a common thing in this poem and there is a parallel in 
Eliot that he uses Jesus and Mary as a mediator.  Before going to discussion of the 
lines, I want to give background information about the exile concept in spiritual Islam. 
The line “do not prolong my world exile” immediately brings Mawlana Rumi’s 
Masnawi and its reed-flute story. This extended metaphor constitutes the first lines 
of first book of Masnawi. We can say that the whole Masnawi is a deep interpretation 
of this introduction section. It is known as “The Song of the Reed” and now I want to 
make a summary of this section so that it becomes easier to see the relation of 
Karakoç’s lines to 13. Century mystic Rumi and easier to understand what the speaker 
tries to say.  
 
The song of the reed is a lamentation of reed-flute According to belief, there has been 
a perfect unification with God when human is in Paradise. Rumi tells this story in his 
Masnawi metaphorically from the narration of reed flute, “Ney”. The sound of Ney is 
very touching and emotional. It is said that Ney, which is made from reed, produces 
sad sounds because indeed it is crying for its separation from its homeland, reed bed. 
Whenever a “Neyzen” (who plays “Ney”) plays Ney, it begins crying and lamenting. 
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Ney has a deep sorrow due to its separation and so by producing touching sounds it 
aims to affect the hearts of people. Only people whose hearts are pierced with 
abandonment can understand Ney’s sadness. Only people who has abandoned his 
worldly senses can understand the secrets of Ney and it is friend with whom are 
deserted.  
 
This story of Rumi metaphorically tells the story of human’s separation from God, 
that Ney shares the same fate with human. Before coming to this world, human and 
God are in perfect harmony and unification.  The other world is the original homeland 
of human. “In the same way that the ney is severed from the reed bed and this 
separation causes it to lament in pain, the perfect man, who has come from the realm 
of souls and enters a body made out of clay, known as the cage made of flesh, yearns 
for the original realm.” (Topbaş, 2009).  Man is in constant anxiety in this world 
because he loses his attachment with Divinity and unification. Now he is deserted 
and abandoned, nothing can soothe him. The solution in spiritual Islam is to be 
unified with God again. In perfect unification, man is perfect because only the perfect 
people can be one with God. We cannot think of his soul as separate from God.("The 
Song of the Reed’ (Masnavi, Book 1: Lines 1-34)," n.d.)  
 
Taking this background into consideration, Karakoç refers to the song of the reed and 
it fits his purpose about the poem.  Karakoç tries to use traditional narratives within 
context of his modern poem. The line is indeed a one sentence summary of the reed’s 
lament. The speaker does not want his world exile to be prolonged and he prays for 
this to God, the most beloved. Unification with God, transcendence of self and being 
in exile is also mentioned in Eliot’s poem. First Eliot (1988) says very briefly “And after 
this our exile” (p. 91) as the closing sentence of the end of Part IV. Then he finishes 
his poem with “Suffer me not to be separated/And let my cry come unto Thee.” (p. 
95). “And after this our exile” is a fragmented sentence and in the context of the 
poem regarding the lines previous of it, it does not make a full sense. Indeed this 
sentence is from a Catholic prayer, “Salve Regina” meaning “Hail, Holy Queen”.  
(Murphy, 2007, p. 67). In this prayer, the believers refer to Mary and in short it says 
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this world is place of mourning, weeping and tears but we send these to you as you 
are the merciful advocate.  
 
Then it continues with “And after this our exile/ Show unto us the blessed fruit of thy 
womb, Jesus.” (Eliot, 1988, p. 91). Craig Raine and Elliott Murphy have close 
interpretations about this line which I agree. Raine (2006) says “exile here is an exile 
from God, which is soon to be over.” (p. 191) and Murphy (2007) says it “alludes to 
humanity’s exile from the rewards of paradise following the Fall in the Garden of 
Eden” (p. 67). Like the reed-flute which is departed from reed bed, human is 
separated from his main land and God in Christian context too. Being in exile is tiring 
and full of with mourning and weeping because man yearns for his soul’s homeland. 
The Garden of Eden is the place where God and human are in perfect union however 
this world which is an exile must be overcome to reach again that perfect situation. 
Likewise, in Karakoç’s poem, Eliot has similar approach in his poem, which 
harmonizes modern poetry and traditional references. 
 
It is obvious that it is not easy to beat self and its immoral desires which are against 
God. The most important and maybe the only way to reach Him is summarized in the 
both poems and that is begging and praying to God because without His help and 
grace it is impossible to be unified with Him. All this spiritual journey depends upon 
His decision, His will and His mercy towards the passenger of His way. It is seen that 
Eliot and Karakoç mentions world exile as being departed from God and they try to 
alleviate this existential pain by praying and beseeching to Him through revealing 
their pain and poverty, begging for forgiveness and being rich with Him. The material 
properties or wealth does not provide an advantage for the spiritual journey. The one 
who knows the custom of this way also knows that the way is only through poverty. 
It means confessing that you are in absolute need of God, knowing with heart that 
without Him you are nothing, and without His help you can reach nowhere in this 
journey.  
 
We see that Eliot again uses his line from prayer while Karakoç does not have such a 
direct source however both poets are affected by their own religious and spiritual 
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culture that Karakoç hints at 13.th century Sufi mystic as foundation of his poem. It 
is original that Karakoç does not refer to Rumi, reed-flute as symbol etc. but he 
transforms the main idea to a modern, beautiful line. In addition, with exile concept, 
Eliot (1988) ends his poem with “Suffer me not to be separated/And let my cry come 
unto Thee.” (p. 95).   
 
 “Suffer me not to be separated” is again from a Catholic prayer, The Anima Christi. 
(“The Anima Christi,” n.d.) This prayer is generally used in Holy Communion. It is 
believed that during communion the believers receive the body and blood of Jesus, 
that is symbolized with bread and wine. In the prayer, Christ is called to sanctify, save 
and inebriate the believer. “Suffer me not to be separated from Thee” is the original 
sentence in the prayer. Douglas Atkins (2013) says: 
 
The usual reading seems to be that this is a prayer not to be separated from 
God. No doubt that is part of it, but only one part, for Ash-Wednesday is, as 
we have seen throughout, about the necessity to “amalgamate”, which 
presumes separation to be overcome. That separation obviously includes 
soul from body and whole person not just from God but also from the world. 
(p. 71).  
 
I agree with Atkin’s statement about the necessity to amalgamate. The whole poem 
deals with the contradictions and the desire to overcome them, which I also discuss 
previously between the oppositions of hope and despair. The speaker wants to be 
unified with God and it is obvious from his pray. Actually, I am doubtful about Atkin’s 
second statement which he mentions the amalgamation with the world. Separation 
from the world is indeed a required condition to be unified with God. I think Atkins 
tries to say the overall feeling of being unified with everything. In that sense, I share 
his ideas because one has to get rid of the bad commands of his self so that there 
would be no obstacle between himself and God. The fancies of this temporal world, 
the material desires are the obstacles to be passed in the spiritual journey. The world 
exile together with existential crisis includes these temptations that are hard to be 
ignored by the seekers of truth.  Considering this line Schmidt (2015) adds that 
“Eliot…is not praying only not to be separated from God in his ‘world within.’ He is 
also praying not to be separated from other human beings…” (p. 335).  
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 Atkin’s idea becomes more explanatory with Schmidt’s comment. If we take the 
world as “the world within” then surely the unification in human gains importance. 
The tranquility and harmony in oneself is required because with numberless doubts 
and worries, it is hard to reach a unified condition. If we compare the outer world 
and world within, it is easier to overcome outer world because with some effort and 
determination you can put distance between it and yourself. However, as it is nearly 
impossible to escape from one’s self, the world within is more chaotic and difficult to 
be analyzed and solved. At that point, the famous quotation from T.S Eliot can be 
added too. In his notable essay, “Tradition and Individual Talent”, Eliot (1951) says 
“Poetry is not a turning loose of emotion, but an escape from emotion; it is not the 
expression of personality, but an escape from personality. But, of course, only those 
who have personality and emotions know what it means to want to escape from 
these things.” (p. 21). His “Ash-Wednesday” and ideas about poetry indeed 
corresponds to each other because in this poem we see a person who is in a cage-like 
situation and he wants to be liberated from his self, his anxieties, delusions and 
solicitudes.  If we consider the whole poem, the most complained situation is the 
struggle between the man and his self not the man and outer world.  
 
In conclusion, Eliot and Karakoç thematise the modern man’s spiritual quest which is 
a very individualistic experience and a concern of modernist poetry. They use 
traditional and religious concepts, invoke mediators, make references to traditional 
spiritual stories in the framework of modernist poetry. In thematic overview, both 
poets build their poems’ outer frame with the subject of world as a place exile then 
in support of this they use common concepts such as beseeching, hope and despair, 
redemption, and self-condemnation which are some various steps of spiritual quest. 
However there are some differences that need to be addressed. One of the main 
difference is Eliot is newly converted Christian but Karakoç does not have a 
conversion experience. Therefore Eliot’s tone is more hesitant, fearful and timid in 
beseeching whereas Karakoç seems wiser, more experienced and knows better how 
to invoke. Due to this distinction, throughout Karakoç’s poem there is a more hopeful 
manner, a hope for reconciliation and possible harmony in various sections. Unlike 
Karakoç, Eliot’s poem is gloomier and until the very last section, there seems no hope 
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for salvation. In the theme of redemption, they use similar imagery with darkness and 
light but Karakoç’s usage of natural imageries through seasons and nature are more 
dominant than Eliot. Although Karakoç and Eliot include many prayers and 
invocations in their poems as the main weapon in this spiritual quest is begging and 
beseeching, Eliot uses prays directly from Bible or prayer books while Karakoç’s prays 
have no such source. Lastly, the considering the concept of mediation, the difference 
stems from religious sources because mediators have different ontological entities in 
Christianity and Islam. In the last chapter, in addition to these thematic discussions I 
will try to find out the structural similarities and differences between the two poets.  
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CHAPTER 5 
“THE FIRE AND ROSE ARE ONE” 
 
In this chapter I will discuss T.S. Eliot’s “Four Quartets” and Sezai Karakoç’s “Ayinler” 
thematically and structurally. In previous chapters, I discuss some selected themes 
which are related with the concept of tradition thematically through close-reading. 
However, for a holistic study I will include a structural discussion in this chapter as 
the two poets have something to say about form. There is always a debate about the 
dichotomy between form and content. Peter Howarth (2005) has a quotation from 
Eliot who says: “In a perfect poet they (form and content) fit and are the same thing; 
and in another sense, they always are the same thing. So, it is always true to say that 
form and content are the same thing, and always true to say they are different 
things.” (p. 62). Eliot’s emphasis on their being same and different things is important 
because if they were same thing he would not say they fit. I agree with Howarth’s 
ideas on this issue that form and content are same thing that they have little 
importance for critical judgments. However, they are also different things that the 
difference makes their unification meaningful. (p. 62). Karakoç defends to avoid from 
formalism in art but gives importance to content however that does not mean the 
denial of form. A proper form should accompany content. His main concern is when 
the form is emphasized too much, it causes content to lose its meaning and through 
time content totally fades away. 
 
When we compare their formal understanding Eliot and Karakoç are not far away 
from each other considering the form/content. Their view is that the content cannot 
be separated from form. They emphasize the organic integrity of poetry. Although all 
the pieces seem to be separate elements, they are in fact all compatible with each 
other and it is poet’s job to use form and content in such a way that when we look at 
the poem, they should seem one. As seen form and content are not rival to each 
other, instead they are intertwined. Thus looking closer to form in their poems will 
say significant things about tradition. In this respect in first part of my chapter, I will 
go into detail of themes and structures of “Four Quartets”. In second part, I will 
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discuss Sezai Karakoç’s “Ayinler” in relation with “Four Quartets” considering form 
and content together. 
 
5.1. Composition Background of “Four Quartets” 
To begin with T.S. Eliot’s “Four Quartets”, first I will give general information about 
the poem. “Four Quartets” were published separately in six-year period. As the title 
suggests the poem has four parts: Burnt Norton, East Coker, Dry Salvages and Little 
Gidding. These poems were composed between 1936 and 1942 and it appeared as a 
whole in 1943.  Each four part has five sections and structurally there is a cyclic mode 
in the whole poem. According to critics each part has relation with Eliot’s personal 
life and his past, the four elements in nature and four seasons. (Murphy, 2007). It has 
also relation with musical structure as the title includes “quartet”.  Even if the poems 
are written separately, there is an overarching pattern that unites all the parts as one 
unified poem.  
 
Eliot deals with the themes of time, past, divinity and eternity. The poem is highly 
rich in motifs and it becomes more elaborate with Eliot’s usage of philosophical 
statements in his poem. The poem is full of complements, contradictions and 
paradoxes. The thesis-antithesis structure serves both as opposition but at the same 
time the oppositions are complete and affirmative in itself. The form and content of 
poem is inseparable from each other and “Four Quartets” is not an exception. The 
structure of the poem feeds the content and vice versa. First I will give a general 
introduction and summary of the parts then I will discuss themes, motifs and 
structures together.  
 
5.1.1. Synopsis of “Four Quartets” 
The first part of “Four Quartets” is named Burnt Norton. Burnt Norton is an English 
country house located in Gloucestershire where Eliot’s ancestral region is. Moreover 
he visited and spent his summers with his old lover Emily Hale in mid-1930s. (Murphy, 
2007, p. 188). This part of poem has many imageries from T.S. Eliot’s childhood and 
experience in Burn Norton. (Ackroyd, 1985). As said earlier, each part of the poem is 
associated with an element and season. Burnt Norton is associated with element air 
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and summer. The poem’s first section begins with a discussion about time, saying 
that past and future exist in present time. It has some philosophical statements about 
the concept of time, present, past and future and it says that only present time 
matters so people should learn to live in present.  
 
However, it is not that easy as the speaker intermingles all times together. Then the 
speaker remembers a moment in rose garden where children laugh and play. There 
occurs a bird that guides the speaker through the garden. In section two, there are 
circular movements and shapes that each thing follows another thing. The key phrase 
is “still point of turning world”. The speaker elaborates on philosophical thinking and 
he searches for the still point which is neither movement nor stillness, neither past 
nor future both in time and out of time such that it is the point where all 
contradictions become apparent and all contradictions are unified. In section three 
the speaker mentions a place of disaffection and modern urban life. There is neither 
darkness nor light, neither empty nor full and it is a reference to emptiness and futility 
of this world. Section four describes a point with flowers, birds and trees. Section five 
includes an image of Chinese jar which is a symbol of constant moving jar in stillness. 
The speaker makes a contradiction between desire and love, saying the former is 
movement and the latter is stillness. The speaker is in pursuit of stillness and 
unchanging love which is beyond limitations and restrictions.  
 
The second part is East Coker, which is said to be a poem of element earth and 
summer. (“4QStructure,” n.d.). East Coker is a place in Somerset, England that was 
home of Eliot’s ancestral fathers in 17.th century. This quartet is mostly about the 
place of man in natural order and mankind’s destructive force on nature.  The first 
section begins with saying my beginning is my end, thus continuing on the theme of 
time. It says that in every stage of life there is a cyclic loop. We cannot think time 
apart from life and time has reigning power over all things. Murphy (2007) says the 
idea is “one’s death is contained in one’s birth” as an image of eternity. (p. 204). 
Section two deals with the problem of the knowledge and the source of it. There is a 
limitation in power of words, poems and experience considering the wisdom. In 
section three, the speaker addresses to darkness where all bosses, great rich people 
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have gone. The speaker tries to calm his soul by encouraging his soul to be still and 
wait without hope, without any movement or expectation. This kind of mystical 
understanding is called “via negativa” that is you can only know by not know, you can 
possess anything only through dispossession. One can only wait by embracing 
nothingness. These paradoxical moral statements are taken from St. John of the 
Cross. Section four emphasizes the idea that everything includes its opposition in 
itself. Section five talks about waste of time and years saying that all human action is 
futile. Murphy (2007) adds that East Coker is poetry of lamentation, complaint and 
regret.  
 
The third quartets are Dry Salvages. It is water element. Dry Salvages is the name of 
a rock formation in coast of Cape Ann, Massachusetts. Eliot spent time there as a 
child. Section one begins with sea images. Then the speaker condemns people who 
forget God in their lives and remember Him only in hard times however God 
manifests himself through all seasons, in spring, winter, in baby rooms, and through 
His wrath. As an outcome of modernism there occur people who worship machine 
and he criticizes this. Again, there is a problematizing of time. Section two continues 
with sea images together with ship wreckages. This section criticizes the evolutionary 
understanding of time as past, present and future or beginning, middle and end as if 
these followed one another because this kind of understanding means “disowning 
the past”. Besides he juxtaposes meaning and experience. (Murphy, 2007) Section 
three says that up is down, forward is backward so everything is one indeed. Time is 
no healer and he uses the train image with people. Actually, they cannot escape from 
past towards future. We are living all three times at the moment together. Past has 
not finished and future is not before us.  In section four the speaker calls Mary to pray 
for the sailors and for the family of sailors who have not turn back.  Section five talks 
about methods of fortune telling. Through curiosity of man, he searches for past and 
future. However, the important point is the point of timeless, intersection of timeless 
with time. It is a reference to Incarnation that timeless God and time-bounded human 
Jesus compose the impossible union. (Murphy, 2007) This is the point where past and 
future come together. In order to be free, we should be freed from the bounds of 
past and future and we should be after eternity thus the speaker refers to divinity.  
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Little Gidding is the fourth and final part of “Four Quartets”. It is a poem of fire also 
relating it to purgatory and pentecostal fire. Little Gidding has a reference to Anglican 
monastery where King Charles hid in 17th century.  The first section mentions 
midwinter spring and eternity. The speaker talks about kneeling and praying but 
praying should not be about the words rather the intellect must be busy with it. 
Section two speaks of the death of four elements; air, earth, water and fire. Then the 
speaker comes across with a dead master whom once he knows but after he forgets 
and now he remembers slightly. The intersection of time that there is no beginning 
and end becomes an issue in that section. There is a reference to German air attacks 
also that all existence collapses into death and after the afternoon air attack there 
are dead people on land. (Murphy, 2007) At that moment the speaker meets with 
the dead master who may be Dante, Shakespeare, Virgil or Yeats because he has 
refined the dialect. Limits of language, speech, poetry and the futility of human 
wisdom constitute the theme of section two. Section three continues with three 
statements which resemble each other but distinct. These are “attachment to self, to 
things and to people; detachment from self, from things and from people and what 
growing between them is indifference. The most dangerous and unacceptable one is 
indifference according to the speaker.  
 
There is a quotation from 14th century mystic Julian Norwich about the nature of sin. 
Her implication is sin is morally necessary and it serves a purpose but it is hard for 
mortals to understand it. Section four compares the “third person of the Trinity to a 
warplane.” (Murphy, 2007, p. 224).  Evil and sin should also serve for the purpose of 
God but for the mortals the only solution is death in order to be free from sins and 
errors. The speaker uses fire images as one can burn in fire of hell or in cleansing 
purgatorial fire. The sections continue with an interesting statement that love 
devised the torment and love is the meaning. Section five deals with burden of past 
and it is seen that throughout the “Four Quartets” the speaker “has been undergoing 
a learning experience, teaching his soul to be still in a physical universe that is 
unceasingly moving and changing.” (Murphy, 2007, p. 225). The poem ends with the 
need of sacrifice, death in life and rebirth and the utmost aim should be salvation. 
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The last images that the fire and rose are one makes a reference to divine wrath and 
mercy are one too, ending in a unification of opposites.  
 
5.2. Structures of “Four Quartets” 
“Four Quartets” is a relatively long poem that’s why the critics’ commentaries about 
the structure of “Four Quartets” differ from each other. Some focuses on musical 
structure, other focuses on more thematic structures. Now I want to give some 
headings about which the poem can be structured. “Four Quartets” are structured: 
 
-Like music 
 
-through the repetition and development of motifs such as roses, light/dark, 
movement/stillness, time past/present/history, the way of negation, wordless prayer 
 
-through the four elements and seasons 
 
-through thesis and antithesis (birth/death, rising/falling, stillness/movement, 
desire/love, affirmation/negation, beginning/end, time/eternity, silence/speech) 
 
-through/to the tradition of poetic references (Genesis, Dante, Milton, Julian of 
Norwich…) 
 
-through associations with Eliot’s personal and family past (“4QStructure,” n.d.) 
 
As seen, there are various ways for the structure of the poem. This can serve as an 
outline for the following sections. I will not go into detail of every single choice but 
an inclusive and sufficient discussion about structure and form will be present. Then 
it will be strengthened with a thematic analysis.  
 
Before the discussion of formal structure, it will be useful to have Eliot’s ideas on the 
form and content duality very briefly. According to him, there is an inseparable 
relationship between form and content. While form and material always affect each 
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other, the poet would not write his poem trying to fit it to a pattern. In his essay Eliot 
(1942) says that “…a poem, or a passage of a poem, may tend to realize itself first as 
a particular rhythm before it reaches expression in words; and…this rhythm may 
bring to birth the idea and the image.” (p. 28). It seems that first the idea is in an 
abstract form in poet’s mind and then it becomes the concrete poem bringing out 
images, words and ideas. Taking “Four Quartets” in focus, Helen Gardner says that 
Eliot should be praised as he composed a long a poem by a new form. The poem is 
not based on philosophical argument, or modes of narrative- mythic, dramatic or 
autobiographical. (Gardner, 1949). It is obvious that the form and content are hand 
in hand with each other. So, the discussion about structure will also include thematic 
statements.  
 
5.2.1. Musical Structure 
My first structural debate of the poem will be focused on music and movement.  Then 
I will continue with structural symbolism established on the elements. These 
discussions will center around the oppositions and unification in the poem together 
with structural thematic process. Quartet means “a group of four singers or musicians 
who perform together, a song or piece of music performed by four singers or 
musicians and a musical composition for four instruments or voices.” (“Definition of 
QUARTET,” n.d.) It can be said that T.S. Eliot intends musical connotation while 
composing his poem. Eliot (1957) states in his essay “The Music of Poetry”: 
 
There are possibilities for verse which bear some analogy to the 
development of a theme by different groups of instruments; there are 
possibilities of transitions in a poem comparable to the different movements 
of a symphony or a quartet; there are possibilities of contrapuntal 
arrangement of subject-matter (p. 32). 
 
 
Eliot himself establishes the relation between a poetic subject and musical form. It is 
understood that as more than two different, independent musical line can be 
composed harmonically likewise a poem can be composed with different beats, 
rhythms, movements and themes through “repetition, variation, point and 
counterpoint.”(“4QStructure,” n.d.) In the light of these definitions and explanations 
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it becomes apparent that Eliot’s “Four Quartets” deals with oppositions, changes and 
their harmonic unification.  
 
According to some critics “Four Quartets” is structured like the musical form of 
quartet. It is hard to go into detail of deep musical terms but to have a general idea, 
it is important to see the relation between the music and structure of quartets 
because Eliot himself as a critic deals with this issue (the relation between music and 
poetry) in his essays.  Furthermore, critics have various approaches to this issue. 
According to critics Eliot’s “Four Quartets” can fit in the forms of sonata, Beethoven’s 
last string quartets, medieval rondeau, canon cancrizan, palindrome, symphony 
etc.(Dallas, 1965; Diaper, 2012) Discussing all these musical structures would not be 
purposeful as they include deep musical terms and one of the drawback is while using 
musical structure they move away from text and literary analysis. That’s why on this 
issue, Diaper’s approach would be satisfactory as he states in his essay that drawing 
direct parallels between a musical form and a literary work can cause problems 
because “musico-literary criticism has often merely led to critical mimicry” (Diaper, 
2012, p. 5).  
 
He says that focusing strictly on musical forms causes detraction from text which is 
indeed the main material of literary criticism. Moreover, Diaper chooses to use 
sonata structure for the musico-literary criticism of Eliot’s “Four Quartets” as sonata 
form is the most common form in the first movement of works entitled "sonata", as 
well as other long works of classical music, including the symphony, concerto, string 
quartet, etc. (Benward & Saker, 2008, p. 359). As stated before, each section of “Four 
Quartets” is divided into five parts which makes it a musical composition as Bodelsen 
(1958) states “…within each of these divisions, the themes are stated and modulated 
very much as in a movement in music” (p. 28). Now let’s have look at the features of 
sonata–allegro form (Rees, 1969) which is related with Eliot’s “Four Quartets”. The 
arrangement of sonata-allegro form enables the “development of diverse and 
oppositional themes”. Sonata form “consists of three sections: the exposition, 
development and recapitulation. The main opposing themes are introduced in 
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exposition section and then these themes are elaborated and contrasted in the 
development section.  
 
Finally, in the recapitulation section, the subjects are stated again in final fashion.” 
(Elson, 1905, p. 241). This feature of sonata is significant because it has resemblances 
with “Four Quartets” as “Four Quartets” has 4 sections and each section has 5 parts. 
Among these five parts the structure is generally that it suggests a theme and 
opposite of that theme then elaboration follows and finally it finishes with a 
summary. As Eliot (1957) states in his essay ‘The Music of Poetry’, the various 
approaches to a single theme and further complication can be evaluated as “the 
development of a theme by different groups of instruments.” (p. 38). That is, there 
are many themes in “Four Quartets” and throughout the poem the central themes 
recur “as in the sonata allegro form these motifs are developed and elaborated.” 
(Diaper, 2012, p. 13).  
 
For example, throughout the 4 sections of the poem the theme of time recurs with 
opposites and is recapitulated. Now let’s take lines from each section and see how 
the idea is introduced, developed and closed. In Burnt Norton we see the following 
lines: “And the end and the beginning were always there/Before the beginning and 
after the end” (Eliot, 1988, p. 180). This idea is stated in East Coker’s opening “In my 
beginning is my end” (p. 182). and it is further developed at the closing part of section 
“In my end is my beginning” (p. 190). Finally, in Little Gidding the idea is recapitulated 
“What we call the beginning is often the end/ And to make an end is to make a 
beginning/ The end is where we start from” (p. 207). Through repetition and 
exchanging of words and ideas together with reiteration of images, Eliot develops his 
idea and he uses recurring motifs in his poem which enables him to create a musical 
pattern. Not only repetition but “through the repetition of ambiguous images and 
paradoxes that Eliot pushes towards music.” (Diaper, 2012, p. 14).  It becomes 
apparent that Eliot’s use of images, ideas, oppositions create a musical structure and 
there are other examples to that. Eliot’s musical structure is hand in hand with the 
concept of movement in “Four Quartets”. As previously given examples about the 
idea of time, the idea of movement also reinforces the musicality of the poem. Again, 
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the form of sonata allegro, the introduction of an idea and opposition of it then 
recapitulation can be traced in structural debate about movement. 
 
5.2.2. Motional Structure 
 To continue with structural discussion about the movement, Elizabeth Dallas writes 
about the formal structure of Four Quartets and she uses some concepts such as 
opposition, change and movement. She looks at the relation between Heraclitus’ 
ideas and their composition in the poem. (Dallas, 1965)  Eliot uses two epigraphs from 
Heraclitus and these are translated as following “Though wisdom is common, the 
many live as if they have wisdom of their own"; the second, "the way upward and the 
way downward is one and the same.” (“Herakleitos of Ephesos,” n.d.). Eliot uses some 
philosophical concepts from Heraclitus and this focuses on the “eternal repetition of 
opposition and change…in nature” (Dallas, 1965, p. 195).  
 
Heraclitus’ fragments mention that the universal harmony is the conclusion of 
“constantly recurring pattern of the movement of opposites” (p. 195) and these 
opposite movements creates a unified, harmonic result and while the opposites clash 
with each other there is a moment of midpoint which is the symbol of balance 
between the opposites. Likewise, Eliot’s “Four Quartets’ structural pattern includes 
rhythmical movements based on variety and unity. Opposite movements and 
rhythms that create unification appears on lines, five sections of each poem and the 
relation among all four poems. Helen Gardner takes attention to the “strong four-
beat rhythm” that puts stress on key words rather than the syllables. And in the 
middle there is “pause of beatless time” which is the basic unit of structural unit. 
(Gardner, 1949, pp. 1–35) Dallas gives the example from the opening lines of Burnt 
Norton: 
 
Time present and time past 
Are both perhaps present- in time future 
And time future contained in time past7 (Eliot, 1988, p. 117). 
 
                                                                                                                                                      
7 Bold style is used for emphasis 
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The word written bold are the key words which are stressed and in the middle, there 
is beatless time. A symmetrical grouping also draws attention. The stress pattern and 
four-beat unit changes throughout the poem however “Whatever the number of 
beats used, the opposite tensions resulting from balanced, opposing movements 
coming together at a midpoint pause are retained.” (Dallas, 1965, p. 196). The rhythm 
of the above lines lies in the opposition of abstract concepts “time present and time 
past.” In East Coker, there is a same kind of opposition which is “In my end is my 
beginning” (Eliot, 1988, p. 129). In The Dry Salvages “I do not know much” and “I 
think” can be added to this pattern. In Little Gidding similar rhythmical pattern can 
be in the line which is “Midwinter spring is its own season” (p. 138).  
 
Apart from oppositional concepts that cause rhythms, there is a structure in the 
poem that gives the sense of movement both with the physical and abstract 
concepts. The ongoing movement whether it is a dance, whether the movement of 
rain or a flower or the movement of time. Now I want to give examples from the lines 
that signify the sense of movement. The movement is important because it 
permeates in all four poems and has a role in determining the overall structure of the 
poem. In Burnt Norton the lines and statements that are related with movement are 
as following: 
 
Footfalls echo in the memory 
Down the passage which we did not take 
Towards the door, we never opened 
Into the rose garden 
(I, p. 175) 
 
The dance along the artery 
The circulation of the lymph 
Are figured in the drift of stars 
(II, p. 177) 
 
Descend lower, descend only 
Into the world of perpetual solitude… 
…while the world moves 
In appetency, on its metalled ways 
(III, p. 179) 
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The black cloud carries the sun away. 
Will the sunflower turn to us, will the clematis 
Stray down, bend to us; tendril and spray 
Clutch and cling? 
(IV, pp. 179-180) 
 
The crying shadow in the funeral dance… 
The detail of the pattern is movement 
(V, pp. 180-181) 
 
It is remarkable that in the 5th section the line “The detail of the pattern is movement” 
may be general reference to the fact that “Four Quartet”’s structural pattern relies 
on movement.  The movements are begun with human footfalls which is walking, the 
movement and dance of blood in human arteries and lymph. Then the scope of 
movement changes from inside, personal to outside. It is a reference to subway which 
moves on metalled way in section three and we see the movement of clouds, flowers 
from nature.  
In East Coker, the range of movement widens to “larger natural world rhythms.” 
(Dallas, 1965, p. 197). 
 
In a warm haze the sultry light 
Is absorbed, not refracted, by grey stone. 
(I, p. 182) 
 
What is the late November doing 
With the disturbance of the spring 
And creatures of the summer heat, 
And snowdrops writhing under feet 
(II, p. 184) 
 
Whisper of running streams, and winter lightning. 
The wild thyme unseen and the wild strawberry, 
The laughter in the garden, echoed ecstasy 
Not lost, but requiring, pointing to the agony 
Of death and birth. 
(III, p. 187) 
 
The whole earth is our hospital 
Endowed by the ruined millionaire, 
(IV, p. 188) 
 
As we grow older 
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The world becomes stranger, the pattern more complicated 
Of dead and living. 
(V, p. 189) 
 
We see the movement of light, seasons, snowdrops, streams, and small details of 
nature. Then as a movement of life there is joy, illness, birth and death.  Besides in 
East Coker 1st section there is a marriage dance among men and women around the 
bonfire. It becomes more striking that in the 5th section (above quoted lines) the 
speaker gives a hint about the following of the poem that as things move forward the 
pattern becomes more complicated. It is like a foreshadowing that the third and 
fourth quartets become more complicated structurally. In East Coker, the natural 
images are set on land and in third poem which is The Dry Salvages, the images are 
from sea. 
 
The sea is the land's edge also, the granite 
Into which it reaches, the beaches where it tosses 
Its hints of earlier and other creation: 
(I, p. 191) 
 
And the ragged rock in the restless waters, 
Waves wash over it, fogs conceal it; 
(II, p. 195) 
 
O voyagers, O seamen, 
You who come to port, and you whose bodies 
Will suffer the trial and judgement of the sea… 
Not fare well, 
But fare forward, voyagers. 
(III, p. 197) 
 
Also pray for those who were in ships, and 
Ended their voyage on the sand, in the sea's lips 
(IV, p. 198) 
 
To report the behaviour of the sea monster, 
(V, p. 198) 
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In The Dry Salvages, there is a constant movement of water and water related 
subjects. We see the movement of sea, restless water, ragged rock, voyagers, seamen 
and sea monster. The water, sea or river is not very welcoming to the shipmen but 
considering the overall structure of the poem for the rebirth there must be death. So, 
these pessimistic images will lead to spiritual rebirth and a new beginning.  
In Little Gidding the tone of the poem changes and it serves like an opposite of the 
The Dry Salvages. The place changes from sea to land and after the people who have 
died in sea, we see a renewal movement and rebirth in Little Gidding. 
 
If you came this way, 
Taking the route, you would be likely to take 
From the place, you would be likely to come from, 
(I, p. 201) 
 
Last season's fruit is eaten 
And the fullfed beast shall kick the empty pail. 
For last year's words belong to last year's language 
And next year's words await another voice. 
(II, p. 204) 
 
History may be servitude, 
History may be freedom. See, now they vanish, 
The faces and places, with the self which, as it could, loved them, 
To become renewed, transfigured, in another pattern. 
(III, p. 205) 
 
We only live, only suspire 
Consumed by either fire or fire. 
(IV, p. 207) 
 
What we call the beginning is often the end 
And to make an end is to make a beginning. 
The end is where we start from. 
(V, p. 207) 
 
It is seen that there is a hopeful tone in the fourth and last quartet. The movements 
are from past towards the future. The gloomy atmosphere of death, decay and 
destruction turns into a hope of renewal, change, a forward motion. It is also 
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significant that apart from the rhythmical pattern in quartets, the pattern continues 
in the relationship of the sections. So, to say, likewise the Burnt Norton and East 
Coker can be a pair and the beginning of The Dry Salvages is like a pause then the rest 
of it and Little Gidding is a pair, “in sections I and II there is a suggestion of a forward, 
rising motion; and this movement is opposed by the turning back, falling motion in 
sections IV and V. The third section of each poem serves as the pause between the 
other four paired sections” (Dallas, 1965, p. 199).  
 
It becomes apparent that the structure permeates through the small lines, the 
sections, each four parts and the overall poem. There is all kind of movements in the 
poem that rising, falling, pause and forward-moving, backward-moving, stillness and 
progress, regress, halt. In short, the whole structure is contained in the line from Burn 
Norton which says “At the still point of the turning world” 8 where all oppositions end 
in a resolution. According to D.E.S. Maxwell (1952) too, the “still point” as a 
symbolism serves as “the focus at which all temporal action and movement are 
concentrated and resolved.” (pp. 172-173).  As stated in the beginning of this 
discussion and seen in the quoted passages the structure corresponds to Heraclitus’ 
conceptual ideas about the clash of opposites with a mid-point. 
 
5.2.3. Elemental Structure 
Another approach for the structure of Four Quartets is the use of elements as 
structural symbols. Likewise, the previous discussion, the use of elements is also 
related with Heracliten transmutation. Besides elements, the seasons are also 
associated with each quartet. Considering John M. Bradbury’s (1951) statement: 
 
Each element lives in the death of the others, so that each carry within it the 
nature of all the others, which appear in successive rebirths. The process 
suggests the Christian death resurrection cycle-"my end is my beginning"-
and therefore the major chord which Eliot wishes to sound (p. 256). 
                                                                                                                                                      
8 At the still point of the turning world. Neither flesh nor fleshless; 
Neither from nor towards; at the still point, there the dance is, 
But neither arrest nor movement. And do not call it fixity, 
Where past and future are gathered. Neither movement from nor towards, 
Neither ascent nor decline. Except for the point, the still point, 
There would be no dance, and there is only the dance. (Eliot, 1988, p. 177) 
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It implies each of four quartets can be matched with an element and in that section, 
we see how that element is dominant but besides the existence of one element 
means the absence of other elements. This approach can be seen as a general 
manner of the poem as it is discussed in previous part, the structure about movement 
or time also centers around the constant opposites of the ideas like existence and 
absence. Burnt Norton is associated with air element and autumn, because it begins 
and continues with philosophical ideas which remind air unit. There is a kind of 
uncertainty about it so air fits more. The reference line is "In the autumn heat, 
through the vibrant air" (Eliot, 1988, p. 176).  
 
East Coker is related with earth and summer. We can see the season from the line, 
"On a Summer midnight, you can hear the music" (Eliot, 1988, p. 182).  And the 
beginning lines of East Coker gives the earth impression of the section.9 The images 
of houses, open field, factory, stone, building and timber directly reminds earth 
element. Moreover, as stated earlier, the existence of an element requires the 
absence of another element so here it is said that old fires are turned into ashes.  
 
The Dry Salvages is symbolized with water element and all seasons.10 The section 
begins with sea, river and water images and it continues in this section. Sea, river and 
ocean can be attached with all seasons and actually in this section there is more than 
one reference to seasons, so to say it is hard to find a dominant season as in the 
                                                                                                                                                      
9 In my beginning is my end In succession 
Houses rise and fall, crumble, are extended, 
Are removed, destroyed, restored, or in their place 
Is an open field, or a factory, or a by-pass. 
Old stone to new building, old timber to new fires, 
Old fires to ashes, and ashes to the earth 
Which is already flesh, fur and faeces, 
Bone of man and beast, cornstalk and leaf. (p. 182) 
10 I do not know much about gods; but I think that the river 
Is a strong brown god-sullen, untamed and intractable, … 
The river is within us, the sea is all about us; 
The sea is the land's edge also, the granite 
Into which it reaches, the beaches where it tosses 
Its hints of earlier and other creation: 
The starfish, the horseshoe crab, the whale's backbone; 
The pools where it offers to our curiosity 
The more delicate algae and the sea anemone. (p. 191) 
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following phrases from lines “April dooryard/ autumn table/ winter gaslight.” (Eliot, 
1988, p. 191). We see that spring, autumn and winter can be related with the section.  
 Little Gidding is related with fire and winter. The phrases “refining fire” (Eliot, 1988, 
p. 205), “crowned knot of fire” (p. 209) and fire is frequently used in Little Gidding. In 
the following line, “When the short day is brightest, with frost and fire. /The brief sun 
flames the ice, on pond and ditches” (p. 200) both the element and season is 
revealed. Actually, perhaps it would be better to think about seasons more generally 
rather than associating each season with each quartet because throughout the whole 
poem Eliot makes references to all seasons and the important thing to know is four 
seasons serve for the structure of four quartets.  The cycle of elements and seasons 
serve the purpose of the idea of circle among death-birth-renewal. Each element and 
each season can be associated with a theme. And it also serves as a relation between 
macrocosm and microcosm. The cycle among seasons resemble the cycle of a human 
life that first he is born then he grows up, becomes old and die following the system 
of spring, summer, autumn and winter. The movement of seasons and stages of 
human life come together here.  
 
5.3. Composition Background of “Ayinler” 
Sezai Karakoç wrote “Ayinler” in 1976-1977.  “Ayinler” has six sections and each 
section is named “Birinci Ayin”, “İkinci Ayin” etc. (Karakoç, 2007) This long poem deals 
with the themes of nature versus human and how human is destructive over nature 
that this process causes him to become foreign to his own self. Modern world 
changes human nature and human keeps changing the nature of other things. 
Besides the metaphysical themes about universe, such as doomsday, resurrection, 
death-rebirth is handled. On the other hand, the title of the poem “Ayinler” has 
special connotations and all these macrocosmic movement can be compounded into 
the reality of “ayin”. In this chapter first I will give a brief summary of the poem and 
then deal with the relation between form of ayin and poem taking the “movement” 
into center, the themes will be discussed in reference to Eliot’s Four Quartets. 
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5.3.1. Synopsis of “Ayinler” 
To start with the general summary, Birinci Ayin begins natural images such as rain, 
sun, birds and flowers however this is not a much optimistic scene because the 
speaker complains about the corruption of nature by human together with human’s 
ignorance. He is juxtaposing the ancient scenes and prophets with modern men, 
saying that nothing is same. Before the modern times nature and human are 
together, which enables human to be close to his own self and own nature but now 
there is an alienation that’s why there would occur no miracles as in before. In İkinci 
Ayin, the criticism of modernity continues and the speaker uses transportation 
images that they are against human nature and everything becomes artificial. Then 
he speaks about the death of human, hopelessness and existential problems giving 
reference to doomsday. 
 
In Üçüncü Ayin, the theme of corruption of nature goes together with death-life. 
Through giving references to famous poets and cities from past, the speaker 
emphasizes the difference between past and today. Then he continues with 
metaphysical dichotomy of death-life and how one can be solved from existential 
crisis. The speaker offers the man to give into God and destiny. This section ends with 
the results of modernity that civilizations, the reality of human nature, life and history 
is destructed. However, in the closing lines hope appears and it is only possible 
through reaching God. In Dördüncü Ayin the path of the poem changes for hope and 
more spiritual subjects stating that each human is a dervish and each believer is a 
saint. On the background of ancient cities like Maqqa, Madinah, Bagdad and 
Damascus the speaker tells the situation of believers and their relation with God. The 
power of faith, belief, dying and reborning for God, the meaning of being human, 
annihilation in God and rebirth with Him is the themes that are prevalent in this 
section.  
 
In Beşinci Ayin, the speaker shows who are the utmost happy people in this world 
and how comes. The answer is being content with God, His decisions and not 
rebelling to Him. This is not so easy because the speaker adds that to reach that 
contentment and happiness, suffering and having patience to it is required. In Altıncı 
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Ayin everything turns into a super spiritual air as if the face of God appears and with 
death and rebirth salvation becomes possible with a joyful ending. Osman Bayraktar 
(2000) summarizes the poem in his essay “Sezai Karakoç Şiirinde Yönelişler” stating 
“Ayinler” is the bitter face of reality. The season of fall when humanity who is in 
arrogation due to reaching technical power tries competing with God. The period of 
patience which is kneaded with suffering.” Human leaves soil, nature and it is a time 
of revenge against all modern values. However, beyond all these darkness and 
pessimism there is a light. (pp. 14-15). As our subject is the comparison of “Four 
Quartets” and “Ayinler”, I will give constant reference to discussion of “Four 
Quartets” while talking about “Ayinler”. 
 
5.4. Common Usage of Biographical Features 
In “Four Quartets”, the biographical features are significant that almost in each 
section especially the biographic places that are important in Eliot’s life are dispersed 
in the poem. In that respect “Ayinler” does not include so much references to 
Karakoç’s biographic places however there are few places that can be mentioned. In 
Birinci Ayin it is said that: 
 
Ama, ne yazık ki, Şehir ölü… 
Yalnız bir anti-şehir var durur içinde, 
Bir türbe, bayram biçiminde. 
İç kale, Aslanlı Cami. 
Ve bir dergah taç gibi. 
Zincire vurulmuş tapınmaevi. 
Ve sade isimler kalmış alımlı sevimli: 
Leblebici, İbadullah, Mukaddem, 
Sultan Alâaddin ...ve benzerleri (Karakoç, 2007, pp. 488-489) 
 
It is known that Sezai Karakoç spent his time in Ankara when he was at Ankara 
University and afterwards he worked there so Ankara is an important city in his youth. 
(Karataş, 2013) In this passage we see the important places of Ankara. The tomb 
shaped in a “feast” (bayram) is a reference to Hacı Bayram Veli Tomb built in 1429 in 
Ankara. Hacı Bayram Veli is an important spiritual figure of Ottoman Empire and 
Sufism. He established the Bayramiyye Order and educated significant disciples that 
constituted the religious-spiritual structure of empire. (“Hacı Bayram-ı Veli,” n.d.). 
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Then the next image is Aslanlı Cami (Mosque) which was built by Seljuks in 13th 
century. It is also called Aslanhane Mosque. “The name “Aslanhane” -the lion house-
is derived from an antique lion sculpture embedded in the wall of a tomb located in 
the eastern part of the mosque.” (Meral, 2009)  The next image is “a dervish lodge 
like a crown” can be a reference to Taceddin Dergahı in Ankara. Sheikh Taceddin lived 
in the beginning of 17th century, moving from Bursa to Ankara and founded dervish 
lodge in Ankara. In addition to Hacı Bayram Veli, he is significant spiritual figure of 
Ankara. This place has another importance that the national poet of Turkey, Mehmet 
Akif Ersoy stayed and wrote national anthem there. (“Taceddin Veli,” 2016) 
 
The former line is “house of worship is chained” may be a general reference to the 
forbidding of dervish lodges and zawiyas in the formation period of Turkish republic. 
The places that constitute the spiritual and religious life of empire are abolished, 
which also changes the mindset, lifestyle and culture of people gradually. It is 
understood from the line that the speaker is against this because the abolishment of 
spiritual places causes the people to move away from religion and God. The chain 
image reminds enslavement and as Karakoç states in his other poems, the real 
freedom is only possible through servitude to God but through chaining the worship 
places people also lose their freedom.  
 
Then the speaker continues and says that only the pretty names are left, and these 
are Leblebici, İbadullah, Mukaddem, Sultan Alâaddin etc. All these names are mosque 
names in Ankara. Leblebicioğlu, İbadullah and  Mukaddem Mosques are built in 17th-
18th centuries. (Ulgay, 2009). Sultan Alâaddin Mosque is from 12th century Seljuks.  
Mukaddem Mosque is significant among others because there is no trace of 
Mukaddem Mosque now.  It was turned into another building. (Bayram, n.d.). Some 
of these mosques are in Ankara, Kaleiçi. That’s why in the fourth line of quoted part 
of poem, the speaker says “iç kale”.  
 
Now considering the beginning lines and these explanations, Ankara city is a dead city 
because it loses its spirit and soul which is the mosques and lodges that are the 
symbols of spiritual life. Another point is these mosques are also symbol of history of 
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Ankara because some from Seljuk period and others from Ottoman period, which 
means the history should be alive in the today of city. Losing it means the losing the 
soul of city. Mosques are called the house of God in Islam and losing the spiritual 
meaning, soul of these mosques or zawiyas is a modern problem of the poet. With 
the elimination of meaning the mosques become only places constituted from stone 
and concrete. As we also see in other chapters, the problem of between modernity 
and religion is obvious here around the theme of space. These places have 
importance in the history, life of city, Ankara and they are also important in the life 
of Sezai Karakoç.  
 
5.5. Beyond Seasons and Oppositions 
Structuring around elements and seasons is dominant in Eliot’s “Four Quartets”. 
When we look at Sezai Karakoç’s “Ayinler” it should be said that Sezai Karakoç does 
not use elements or seasons as structure in his poem. There is not a significant 
reference to elements and we cannot make a division like each ayin correspond to a 
significant season or element. Still it would be important to show the references to 
seasons from the poem because even if the poet does not use them as organizing 
structural principle, the seasonal references serve for the macrocosmic overall 
structure of the poem, which I will discuss later. The lines that are related with 
seasons are as following: 
“Mevsim döndü. Son güz.” (Birinci Ayin, p. 483) 
“Bahar, o çağrı, kadını ve erkeği alıp tertipleyen” ( Birinci Ayin, p. 484) 
“İyice yorgun yeryüzü/Dinlenmesiz/Kışsız ve baharsız/Yazsız ve sonbaharsız” (İkinci 
Ayin, p. 492) 
“Yön bir ilkbahar gibi tazeliyor çiçekleri” (Beşinci Ayin, p. 508) 
“Kış ve sonbahar da gerekli bu tabloda/Yazı ve ilkbaharı belirtmek için” (Beşinci Ayin, 
p. 510) 
 
As it is seen there is an arbitrary dispersion of seasons among six sections. However, 
it can also be said that the tone changes from pessimistic to optimistic. When we look 
at the lines from Birinci and İkinci Ayin, the pessimistic tone reaches such a level that 
no season is left. The last fall points an ending while spring is seen as an organizer 
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season. Throughout the poem not only seasons but other images also turn from 
pessimism to optimism that in İkinci Ayin it is stated that the earth is really tired. As 
the speaker’s one of the problem is modernity, ideologies that harm humanity and 
religions in this poem, the reason behind these natural negativities is human and 
human’s negligence. The bad actions of human affect seasons and nature that the 
earth is left with no season. It can be inferred that the natural cycle is a sign of life on 
earth and degeneration of cycle ends in death on earth, which is also related with 
human’s inner state. Then the speaker becomes hopeful again. Spring which is a 
symbol flourishing, growing, renewal and rebirth comes and freshens the flowers. In 
Beşinci Ayin, this is associated with the returning to religion and spirituality. Only 
through being a servant of God and obeying Him can result in joy and spring. And the 
last quoted line says that winter and fall is also necessary in this scene in order to 
point out summer and spring.  
 
The existence of one thing depends on another thing and everything can be 
understood according to its opposite. Without an opposite, the meaning or value of 
something cannot be evaluated because that opposite can be a reference point. 
Besides considering the overall structure of the poem, it is a journey of self which 
begins in this world and gradually reaches the metaphysical realm finally ending in 
God. This journey also resembles the spiritual meaning of “sema” or “ayin” which is 
assisted with some instruments and movements. The main instrument is ney, reed 
and main movement is turning.  About this, Sezai Karakoç (1996) states in his book 
which is named Mevlâna as following:  
 
The sound of ney alienates from environment and makes us very clean, 
purifies our vision. Then we will begin turning (whirling). We will rise as we 
turn through sky and performing sema we will rise to heaven…The freedom 
of heart gives our soul power to fly through sky. It is like a state of 
intoxication or state of real wakefulness. Likewise, the turning of all seasons 
into one season: spring, …and turning of all times into one time: time of 
dawn, the path of turning of life into dream, the big dream into great 
enlightenment,  is opened. (p. 49). 
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In this quotation, it is significant that around the motif of turning all structure is 
knitted because turning or circle gives chance to change and also completion. The 
spiritual meaning of sema-ayin does not have effect only on self but also on nature 
too actually with the transformation of self the vision and worldview changes too 
that’s why seeing everything apart from each other, divided and dispersed view turns 
into a single, holistic vision. The change of inner self changes whole world and 
universe. Thus, all seasons and times turns into one season and time. The opposites 
are melted into one. 
 
This structure is also prominent in “Four Quartets”. As it is discussed previously, in 
“Four Quartets” T.S. Eliot talks about a thing and then he says its opposite finally 
reconciliation occurs. Here also Sezai Karakoç talks about seasons and when we look 
at it first he mentions specific seasons then as an opposite we see annihilation of 
seasons and finally he reconciles all seasons. There is a cyclic movement which we 
also see in “Four Quartets” and there are other examples from the poem. Movement 
is an important concept for both of the poems. The movement of seasons has hint 
about the movement of other things. The existential movement of human (coming 
from dust and returning to dust), the movement in “mevlevi ayin”, movement of 
heavens etc. has many common things. 
 
5.6. Structure of Ayin and “Ayinler” 
To begin with movement and also musical structure likewise the title of Four 
Quartets, “Ayinler” is significant. Both titles refer to a musical concept. Ayin is 
etymologically a Persian word means tradition, style, ceremony, life style. (“TÜRK DİL 
KURUMU,” 2006) Even if it is adopted by the sufi orders such as Mevlevi and Bektashi, 
ayin is also used for Christians’ and Jews’ worshipping style besides religious 
ceremonies of some sufi orders that carry musical and motional features. It also 
means specifically “mevlevi ayini”, the form of musical composition that is performed 
in Mevlevi lodges. (Sultanova & Ayaz, 2013, p. 122). Their religious ceremony is also 
called Mevlevi ayini. So ayin both refers to the special religious musical composition 
together with the religious ceremony. It is also called “sema”.  
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Mevlevi Ayini is one of the largest musical composition in Turkish music. Ayin is 
divided in parts and each part is called “selam”. As it is performed in parts, it 
resembles the Western musical forms such as symphony and oratorio. The structure 
of Mevlevi ayin is A+B+C+D+B+C. (p. 126). In this form, there are six sections and it 
can be possible to build a relation between Mevlevi ayini and Karakoç’s “Ayinler” 
which consists also six parts. However, there are different versions of parting the 
Mevlevi ayin. The general structure is as following first prelude (“ilk peşrev”), four 
“selam”, last prelude (“son peşrev”) and “son yürük semai”.  Moreover, in addition 
to this structure the overall Mevlevi ayin includes also naat (poems praising prophet 
Mohammad) at the beginning, parts from Quran, and prays (pp. 124-127). 
   
Ayin includes different musical modes and the musical performance is assisted with 
movement which is centered on “turning” that is done by whirling dervishes. (“TDV 
İslâm Ansiklopedisi,” n.d.) Actually there is not a search on the relation between the 
musical form of ayin and Sezai Karakoç’s “Ayinler” poem. At that point İhsan Deniz’s  
(2000) statement confirms our idea and he says “Contrary to what is supposed, the 
musical structure of the poem is inly related with poet’s own composition of sound 
pattern instead of the tone of a classical ayin.” (p. 51).  However, we can deduce a 
relation general form of ayinler-sema and the poem.  
Moving from this idea, it is hard to found a direct relationship between the classical 
ayin form and the musical form of the poem. However, ayin does not only correspond 
to sound but also movement so I will discuss the structure of the poem with the 
concept of movement, specifically cyclical-circular movement as this concept is 
significant in sema, Mesnevi and Karakoç’s poem. To begin with the metaphysical and 
structural form of ayin (sema), Uçman (2005) states that the ancient music course of 
Anatolia relies on circles (loops) and the whole discourse is called cycles (devirler, 
edvar). This kind of musical perception is crucial in perception of God and nature too. 
Moreover, one of the prominent Sufi, Niyazi Mısrî (1617-1693) expresses God as 
circle. In the line that parts the circle starts the journey of human through to his own 
essential nature that is the journey through to Absolute. The desire to reach absolute 
essence and becoming one with Him is a transition between humane and godly. (p. 
448). This journey is expressed with cycles and the movement of whirling. 
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 Sema is performed by dervishes and they turn around themselves and also there is 
an imaginary big circle on the place that they also turn around on that circular line. 
The parts of sema symbolizes many things. Dervishes begins whirling with first selam 
and first selam symbolizes that man is born with intelligence and he comprehends his 
servitude towards God. Second selam is man’s comprehension of grandness in 
creation and thus admiring God’s power and grandeur. In third selam, man’s all 
emotions about admiration turns into love towards God and with love his intellect 
disappears. This station is called “fenafillah” meaning being annihilated in God and 
becoming one. Then fourth selam signifies “bekabillah” which means existing in God.  
This is the highest state of existence and it also means returning to servitude to God 
but now man is always with God in his self. Then with last prelude and son yürük 
semai Quran is recited generally and especially with the verse from Quran (“Mevlevî 
Âyinleri ve Semâ Töreni,” n.d.) which means “And to Allah belongs the east and the 
west. So, wherever you [might] turn, there is the Face of Allah . Indeed, Allah is all-
Encompassing and Knowing.”  (Surah Al-Baqarah [2:115]). This is also included in the 
poem by Karakoç (2007) who says “Her şey birden yok oldu O’nun karşısında/Her şey 
yeniden var oldu O’nda” (p. 506).  
 
Combining these with Karakoç’s previously quoted lines saying “Then we will begin 
turning (whirling). We will rise as we turn through sky and performing sema we will 
rise to heaven…”, it becomes obvious that the spiritual meaning of ayin begins with 
human coming from God to this world. From this world man gradually ascends 
through heaven and God. It is important that all these happens with whirling.  Man 
comes from and goes to God, beginning and ending in same place. Likewise, between 
the beginning and ending all kinds of opposites, hardness, difficulties of overcoming 
self occurs but at the end reconciliation happens. This constant movement is also 
present in poem and it says that until the time and universe continues, this 
movement will also continue. Deniz (2000) quotes the following lines from the poem 
“Vaktin defteri kapanmadıkça/Evren tomarı açık kaldıkça” (516) and points out that 
the poem highlights that the movement has the feature of a perpetual motion 
(circulation) and constant existence. (p. 51). Rumi’s one of the most famous and great 
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poetical work’s name is Masnavi and in Mevlevi ayini, passages from Rumi’s poems 
are read. 
 
The Masnavi is divided into six books. It is a compendium of sufi stories, ethical 
teachings, and mystical teachings. It is deeply permeated with Qur'anic meanings 
and references. Rumi himself called the Masnavi ‘the roots of the roots of the roots 
of the (Islamic) Religion... and the explainer of the Qur'an.’ (Masnavi, Book I, 
Preface).  (“About the Masnavi,” n.d.) It is seen that Rumi chooses to compose a 
poetic work to express his mystical ideas and to explain Quran. Composing these 
kind of works is a feature of mystical literature tradition and we can say that with 
his modern style and language Karakoç continues and updates this tradition. Sezai 
Karakoç’s (2012) own statement is crucial and he says “Tasavvuf ve şiir iç içe geçmiş 
hayatımız ve edebiyatımızda. Tekkeler, Mevlevihaneler, Dergâhlar Şiir 
tapınaklarıdır aynı zamanda. Mevlevilikte; Şiir, musiki ve tasavvuf birbirinden 
ayrılmaz tek parça bir ruh akışının iç görünümüdür. (pp. 51-52). Karakoç 
emphasizes the intricate relationship between Sufism and poetry that they cannot 
be thought apart from each other. Especially in Mevlevi, poetry, music and Sufism 
is one and indivisible. When we add Karakoç’s (1998) own statement which says 
“Mesnevi’de ise ayin-i şerifler ve insanlık senfonisi vardır.” (p. 70). (In Masnavi 
there is ayin-i serif and symphony of humanity), the elaborate connection that is 
rooted in traditional sufi literature and present in Karkaoç’s poem becomes 
apparent and “Ayinler” becomes more enlightening.  Furthermore, considering his 
poem’s name which is “Ayinler”, it is probable to draw a relation between Mesnevi, 
Mevlevi ayini and his poem “Ayinler”.  
 
As stated previously, Masnavi is composed of six books and Karakoç’s “Ayinler” has 
also six sections and Mavlavi ayini can be said to have six parts. Perhaps Karakoç 
deliberately divides his poem in six sections to make a reference to Masnavi. Not only 
the form but also the content has also references to Masnavi and Mevlevi ayini. 
Eyyüp Azlal (2007) says that in “Ayinler”: 
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“Karakoç explains the Islam’s universal humanity thought. And like Masnavi 
form, Ayinler is a long poem using Masnavi’s style of expression which is 
lyrical style and narrative style. The name of ‘Ayinler’ is also significant that 
ayin is a movement and this movement is undoubtedly Mevlevi ayini. It is 
possible to feel the music of sema in the poem.” (pp. 182-183). 
 
The following lines also narrate an “ayin” scene 
 
Ama dönüyoruz, döndürülüyoruz birden değişiyor sahne 
Bir kez daha kurtuluyoruz Kur’an seheri seferinde 
Ayetler bir ordu gibi kurtarıcı bir ordu gibi 
Dağıtıyoruz bizi çepçevre saran gulyabaniler derneğini … 
Kollarımız göğe açık ve ayaklarımız yok gibi 
Bir uçuşun tutkusuyka bir yerden bir yere boşalıyoruz gibi (Karakoç, 2007, 
p. 496). 
 
As explained earlier, in ayin begins with verses from Quran are read and in these lines, 
it is apparent that whirling dervishes are on the scene.  Through whirling and verses, 
Quran saves them from self, from physical world, from all kinds of evil and bogey 
namely anything that separates man from God. The position of a whirling dervish is 
given poetically as a whirling dervish raises his one arm toward sky and they turn on 
their toes. With the passions of flying and with the transition from this heavy physical 
world to airy metaphysical world and as whirling continues the existential level of 
human rises too. Like in Masnavi, the method of narrative expression is used. 
 
İnsan ve melek yakının yakını iki dakika gibi 
Birbirlerini kovalıyorlar ney ve sema gibi …. 
Leylak sakları bitiyor selam makamında 
Eskilik nedir bilmez o post civarında 
Ölüler bir bir dirilip gelmiş 
Kurt ve kuzu kardeş kesilmiş11 (p. 508) 
 
The existential level of human rises so much that he becomes very intimate with 
angel who is entirely pure.  They follow each other like reed and sema which are the 
symbols of ayin. Furthermore, the part of ayin which is called selam is also 
mentioned. He uses lyrical language while describing the ayin scene and uses lilac 
                                                                                                                                                      
11 Bold style is used for emphasis. 
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flower which has soft and lovely connotations. Karakoç uses oxymorons about death-
rebirth and wolf-sheep but he uses them for reconciliation like Eliot. 
 
Diri dedikleriniz ölü, ölü dedikleriniz diri 
Sonbahar yaprakları gibi dökülüyor dünya terleri 
Mücevher saatler ayin yeri duvarlarında kımıldanış 
Lete’de değil, Ganj’da değil Kevser’de yıkanış 
Çin ressamları döneminden Rum ressamları dönemine geçiş 
Daha sonraki dönemde de gönlü arıtıp genişletip derinletiş12 (p. 507) 
 
Besides the content, the form is significant too. The rhyming scheme of  Masnavi is 
aa-bb-cc-dd… and if we look at the last words (bold) of  last six line (dakika-sema/ 
makamında-civarında/ gelmiş-kesilmiş), (diri-terleri/ kımıldanış-yıkanış/geçiş-
derinletiş) and in page 509 the last words“(sayfaları-yaraları/ötede-ilerde/aykırı-
sarı/bir-gitmektedir/şölenidir bu-törenidir bu)” whose rhyming scheme is again aa-
bb-cc-dd-ee it becomes obvious that  -even if this structure is not used firmly 
throughout the all poem- there is an ascribing to Masnavi form because in different 
sections of the poem Karakoç uses this aa-bb-cc-dd rhyming scheme frequently. ın 
addition to this the reference of Chinese and Greek painters are from Masnavi. In 
Masnavi there is a story about them. (“Mevlana’dan Hikayeler,” n.d.) In short Sezai 
Karakoç as giving hint via the title of poem, calls Rumi, his teachings and ayin to his 
modern poetry through content and form.   
 
In conclusion when we add the topic of form to the analysis of thematic study, it 
comes out that form and content are not rivals to each other according to Karakoç 
and Eliot. As the poets also have essays on form, we should enrich this study with 
discussion about form. They do not prefer one over the other but form and content 
are interwoven. Thus considering the form and selected poems, one common point 
is both “Four Quartets” and “Ayinler” have the name of a musical form. “Four 
Quartets”” has the musical form of quartets while we cannot establish a direct 
relationship between musicality of ayin and “Ayinler”. However, as ayin has other 
meanings namely the ritual, the poem both describes the ayin and related lines about 
                                                                                                                                                      
12 Bold style is used for emphasis. 
113 
 
ayin’s source, Masnavi. In addition to musicality, structural movement is common in 
both poems. The circular, cyclical movement together with the symbolism of seasons 
implying the opposites becomes unified at the end. T.S. Eliot talks about a thing and 
then he says its opposite finally reconciliation occurs. Sezai Karakoç talks about 
seasons and mentions its opposite then we see annihilation of seasons and finally he 
reconciles all seasons. Both Eliot and Karakoç use cyclical movement in their poems 
as an instrument for structure but unlike Eliot, Karakoç does not use elements or 
seasons as an organizing structure in his poem. The use biographical elements are 
also common in both poems. In “Four Quartets”, the biographical features are used 
frequently that almost in each section especially the biographic places that are 
important in Eliot’s life are seen in the poem. Unlike Eliot, Karakoç does not include 
so many references to his biographic places however there are few in “Ayinler”. 
 
I want to finish my chapter with the lines from both poets who tell the unification of 
opposites. 
 
When the tongues of flames are in-folded   
Into the crowned knot of fire  
And the fire and the rose are one.  
 
Musikinin kanatları gibi yeşil ve sarı 
Kırmızı mor bütün renkler bir bir 
Gün ışığında fani olmaya gitmektedir(509) 
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CHAPTER 6 
CONCLUSION 
 
T.S. Eliot and Sezai Karakoç are important and popular poets of their respective 
cultures. Their active literary lives do not overlap completely; however, considering 
their poems, noticeable similarities draw my attention. My this subject arose when I 
read the poems of T.S. Eliot and Sezai Karakoç successively in a modern poetry class. 
It really made me curious to see how some literary views and poems of these two 
different poets who come from different cultures and backgrounds can resemble 
each other so much.  
 
I took off after this question and selected it as my thesis question. I began my thesis 
by reading all of their poems and trying to ascertain their common concepts, ideas 
and techniques. By that point, I had come across many poetic similarities in my close 
reading of their poems with a focus on their content. Then I tried to find the notion 
that caused all these similarities, or at least one of the main notions that did so. After 
looking through their literary views, I concluded that the main point that unites them 
is their being modernist poets. But this was insufficient to account for their 
resemblance, as there are many modernist poets whose poetry is not similar at all. 
Thus, I was forced to find another notion that could explain this similarity. What I 
ultimately settled on was that these two poets both put the concept of “tradition” at 
the center of their literary work. We easily see that tradition shapes all of T.S. Eliot 
and Sezai Karakoç’s literary essays and poems.  
 
In the framework of this research question, in the introduction chapter I offered a 
brief summary of modernist poetry, because the development of modernist poetry 
is significant considering the composing background of the poems. The conditions 
and mental state of the age created this new poetry. There are many elements of 
modernist poetry that each could be the subject of a thesis, but for my question I 
chose to pursue the concept of tradition. I showed that the place of tradition and 
religion in modernist poetry has been the subject of much study and that using 
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tradition was itself a modernist approach. Moving from this point, as the cultures of 
each poet are different, I offered a brief summary of the development of modernist 
poetry in T.S. Eliot’s and Sezai Karakoç’s period. 
  
After this general modernist poetry chapter, first I wanted to see the literary views of 
Eliot and Karakoç, because apart from their being poets, they are also critics and have 
literary essays. I focused on their ideas about the place of tradition in poetry, the 
importance of religion, and the aim of poetry and the poet. My aim was to clarify the 
relationship between their literary views and poems to provide some background for 
my later analysis of their poems. Their literary views show the way of poems and 
keeping in mind the fact which is Karakoç mentions Eliot in his essays, there is a great 
similarity between them.  
 
Both poets establish their views mainly on tradition and on the idea of tradition as a 
living thing rather than a repetition of the past. These views shaped the way they 
composed their poems. The resemblance of their literary views and emphasis and 
the reflection of this in their poems makes comparison easier. Religion is another 
concept that they use in their literary criticism. Basically, their approach to the status 
of religion in literature is much the same. Religion becomes a reference in criticism 
of the poems; however, due to the poets’ different religious worldviews, there are 
some differences between them. The cultural differences or the difference of the 
modernization process in the poets’ different contexts can be seen as disadvantage 
for this comparative study; however, my main concern is the poetic reactions of these 
poets in their poems to theie rapidly transforming worlds. My aim is not to prove how 
much Karakoç was affected by Eliot or to establish a superior-subordinate 
relationship between them. Instead, I focus on some prominent common topics that 
they deal with in their poetry.  
 
In next chapter, I discussed the effects of modernity on society and religious life. I use 
two poems to show that Eliot and Karakoç had a similar approach to the calamitous 
effects of modernity on religious life, morality and virtues. Both poets framed reason 
as an opposite of religion. And for both, the concept of reason has similar meanings 
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in their poems, relating to technological developments, people’s changing values, the 
idea that one earns one’s dignity according to one’s material possession and power, 
and the notion that no spiritual or moral virtue has prestige and authority. Both poets 
are critical about this state of affairs and complain that there is no place for religion. 
In short, they both criticize the corruptive effect of modernity and technology on 
religion. However, technically, there is a difference between them. Eliot’s poem is a 
bit didactic, sometimes resembling a sermon. This is because he wrote the poem for 
the Church, so the didactic tone is not surprising. In addition, there is no solution in 
the poems. It seems that both poets surrender to modernity and array their 
complaints without presenting an alternative way.  
 
After this chapter, which addressed the social condition of religion and modernity, I 
felt that a more specific and individual chapter was needed. As modernism is also an 
individual process in people’s spiritual and private lives, I chose to discuss the spiritual 
outcomes and turmoil experienced by modern man with the theme of the world as a 
place of exile. The spiritual journey of modern man in selected poems also included 
the concepts of praying, beseeching, hope and despair, and mediation.  
 
This chapter is important because the poets’ religions are different. The reader might 
thus expect them to adopt different approaches to spirituality and modernity. 
However, interestingly, even though their traditional and religious resources are 
distinct, their ways of struggling and trying to find solutions in traditional sources 
resemble each other. The quest of modern man and his problems in the modern 
world is a topic of modernist poetry, and Karakoç and Eliot use this theme with 
traditional motifs without imitating the past, which is a modernist approach without 
rejecting tradition. The difference stems from the fact that the two religions have 
different worldviews and certain different kinds of rules and that the poets reflect 
these differences in their poems. 
 
In addition to the thematic study of my thesis, I included a structural study of poems 
as a separate chapter because doing so allowed me to develop a more holistic view, 
and thus to better capture the relation between tradition and structure. Structuring 
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poems as musical pieces is a main common point in the poems I selected for analysis 
in this chapter. Furthermore, these musical forms are traditional. Hence, both poets 
make reference to tradition through structural and formal elements. However, 
because the units of music are different, “quartet” and “ayin”, as Eliot and Karakoç 
do not share same cultural background. There are some differences between the 
poets on that point. Both poets’ use of biographical elements is another resemblance 
between them. While Eliot’s references are easy to catch and directly bring his life 
into mind, Karakoç’s biographic references are subtle and needs research to catch. In 
relation with musical structure, the theme of movement is significant in both poems 
I analyzed for this chapter. Their cyclic order and examples from nature, together 
with theie resolution of conflicting elements into one are common themes. The cyclic 
order is calculated and supports the formal structure in Eliot’s poem; however, the 
order of movement is a bit arbitrary in Karakoç’s poem. 
 
In the end, we see that not only thematically but also structurally they have some 
similar approaches, because Eliot and Karakoç use the possibilities of modernist 
poetry with a special emphasis on tradition and their literary views are in harmony 
with their poems. The differences between the poets generally stem from their 
different cultural and religious worldviews.  
 
6.1. Limitations and Difficulties 
While writing my thesis, I see that there is not an inclusive study comparing T.S. Eliot 
and Karakoç. Actually, this was both an advantage and a disadvantage. On one hand, 
I could say many things without the fear of repeating previous authors. On the other, 
I had to do so with few useful guides. Another point is that, although there are some 
essays which consider Eliot and Karakoç side by side in Turkish literature, these 
studies are very limited. Generally, the critics include their comparison in a paragraph 
not taking the two on focus. The longest is no more than three to five pages which 
generally deal with their ideas about tradition. There is no work comparing these two 
poets’ poems.  
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There are many works of Karakoç and Eliot. Apart from their literary essays, they also 
have essays about culture, the changing modern world, and the condition of their 
society. I limited my study around the concept of tradition in modernist poetry and a 
total of six selected poems. My approach is mainly poetic. My thesis is a humble 
contribution to the field, at least a small step of thinking about these two poets 
together. Further studies can be done that include their all books dealing with 
culture, society, civilization and sociological views together with all their literary 
works.  
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